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ABSTRACT 
 
The applied lesson is the cornerstone of undergraduate music education. Although this 
setting has trained musicians for centuries, it remains chronically under-researched. While a 
growing body of research with regard to evaluation, observation, models, and the student-teacher 
relationship within the applied lesson is developing, little research regarding student perceptions 
of the applied lesson has been conducted. This warrants research because a student’s 
perceptions—formed, among other things, by background, experiences and expectations—may 
not coincide with reality. Understanding student perceptions will provide applied instructors with 
valuable information regarding optimal lesson focus and structure. Accordingly, this study aims 
to identify and quantitatively evaluate student perceptions in undergraduate applied trumpet 
lessons.  
For the purpose of this analysis, skills learned within in the applied trumpet lesson were 
categorized into two groups: trumpet specific and non-trumpet specific skills. The trumpet 
specific skills studied are articulation/tonguing, flexibility/lip slurs, improvisation, intonation, 
range, rhythm, phrasing, scales/arpeggios, style, tone, and transposition. The non-trumpet 
specific skills comprise audition skills, collaborative skills, knowledge of literature, listening 
skills, pedagogy skills, performance skills, planning/scheduling skills, practice techniques, 
research skills, and self-analysis skills. Qualified respondents (N = 89) from 27 universities in 10 
Midwestern states answered questions via a web-based survey instrument. After answering 
several demographic questions, respondents were asked: (i) whether they desired to master/attain 
each trumpet specific and non-trumpet specific skill; (ii) to self-report their competency with 
respect to each such skill; and (iii) to rate the importance of each skill.  
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Three skills emerged as the least desired, with the lowest self-reported skill level and the 
lowest level of importance: improvisation, transposition and research skills. For improvisation 
and research skills, respondents who did not want to master/attain such skills reported a 
significantly lower ability level than respondents who desired to master/attain these skills. The 
desire to master transposition varied by degree program, with students enrolled in (or recent 
graduates of) a Bachelor of Arts or Sciences degree program less likely to desire to master the 
skill than students enrolled (or recent graduates of) Bachelor of Music Performance and Bachelor 
of Music Education degree programs.  
More broadly, for 12 of the 21 skills studied, students pursuing (or recent graduates of) 
Bachelor of Music Performance degrees rated themselves as significantly more skilled than 
students pursuing (or recent graduates of) Bachelor of Music Education and Bachelor of Arts or 
Science degree programs. Students further along in their education self-reported a higher skill 
level than their less experienced colleagues. Collaborative skills had the highest self-reported 
skill level of all skills surveyed, while tone had the highest self-reported skill level and 
importance of any trumpet specific skill.  
This study provides insight into both the perceptions of undergraduate applied trumpet 
students and the implications for students and teachers arising therefrom. 
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CHAPTER ONE 
INTRODUCTION 
Applied one-to-one instruction is an integral and widely-utilized component of collegiate 
instruction (Abeles, Goffi, & Levasseur, 1992; Schmidt, 1989b) that has dominated the education 
of musicians for centuries. Most often, a student has a 30-60 minute private lesson each week 
during his/her undergraduate career. However, little is known about student perceptions of the 
private lesson, and no research has been conducted on student perceptions of skills learned 
within the applied music lesson. The purpose of this study was to investigate what students 
perceive they are taking away from this type of instruction. This study does not attempt to make 
gross assertions about what is happening in all trumpet studios across the country. Rather, the 
goal of this study was to begin a dialogue about this integral and understudied component of 
collegiate music education. In an effort to optimize applied music instruction, student 
perceptions require study. This study aimed to identify and quantitatively assess these student 
perceptions. 
This chapter provides a brief overview of the applied music lesson: examining the 
master-apprentice tradition and the current role of the applied lesson in higher education. I next 
argue for the need for scholarship on the skills learned through the private lesson, and present the 
research questions pertinent to this study. 
The Master-Apprentice Tradition and the Current Role of the Applied Lesson 
During the seventeenth century, amidst fears of inferior trumpeters entering the German 
court service, the trumpeters and kettledrummers of the Holy Roman Empire of the German-
Speaking Peoples formed a guild. The guild, whose articles were confirmed by Emperor 
Ferdinand II in 1623 and reaffirmed in 1630, fulfilled the following functions: to restrict the 
trumpet’s use to ensure exclusivity of the instrument, to maintain a small number of trumpet 
2 
 
 
players, and to regulate their instruction. A teacher was allowed to only instruct one pupil during 
that pupil’s two year apprenticeship.1 Upon starting his instruction, the pupil received a letter of 
apprenticeship, and at the completion of his study and pending the passage of an examination, he 
received a letter of release. The released pupil could not take on students of his own until seven 
years had passed and he had participated in at least one military campaign (Tarr, 2008).  
In the realm of current education, apprenticeship models offer students the unique 
opportunity to learn under the direct guidance of a practicing professional. The master-teacher 
exemplifies what is to be learned and cannot be separated from the instructional materials he/she 
presents (Pratt, 1992). Rather than learning concepts in a classroom and later applying those 
concepts, both understanding and application occur within the same educational setting. Since 
“apprenticeship embeds the learning of skills and knowledge in their social and functional 
context” (p. 454), this combination has broad implications for the types of knowledge the 
students acquire (Collins, Brown, & Newman, 1989). Within the context of the applied private 
lesson, the knowledge that students gain includes technical, musical, and professional skills. In 
this study, I used the applied lesson as a framework to examine the specific skills students desire 
to learn and believe they have learned.  
Although the apprenticeship model was codified nearly four-hundred years ago, 
characteristics of its systematic approach remain in the contemporary applied lesson. Gaunt 
(2008) found a similar lesson structure across a variety of instrumental teachers. She suggests 
that this lesson structure may have developed “from tradition and habit unquestioned over many 
years as generations of apprentices have become the next master teachers” (p. 226). Jørgensen 
(2000) defines the predominant relationship between teacher and student as that of master and 
                                                 
1 An exception could be made for two pupils, if one of the pupils was the instructor’s son. 
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apprentice, “where the master is looked at as a role model and source of identification for the 
student” (p. 68). A student musician entering an undergraduate institution begins his/her 
professional training with a professor for a pre-determined amount of time.2 At the end of each 
semester, the student must undergo a performance examination, demonstrating his/her ability and 
improvement from previous semesters. Although the National Association of Schools of Music 
(NASM) does not offer a specific set of guidelines for private studio instruction or juries, both 
are regarded as acceptable forms of instruction and examination (National Association of Schools 
of Music handbook 2013-14, 2013).  
The typical undergraduate performance major will spend eight semesters in applied 
instruction with a master teacher. Through this one-to-one instruction, the student will develop 
his/her musicianship and is expected to achieve “comprehensive capabilities in the major 
performing medium, including the ability to work independently to prepare performances at the 
highest possible level; knowledge of applicable solo and ensemble literature; and orientation to 
and experience with the fundamentals of pedagogy”  (National Association of Schools of Music 
handbook 2013-14, 2013, p. 102). The typical undergraduate music education major will spend 
six to eight semesters in applied instruction with a master teacher, gaining experience on the 
chosen major applied instrument and developing pedagogy skills.  
Despite the pervasiveness of the individual lesson, the applied studio remains largely 
shrouded in mystery (Brand, 1992). In his editorial essay for the issue of The Quarterly Journal 
of Music Teaching and Learning dedicated to the private lesson, Manny Brand discusses the veil 
of secrecy around the private lesson studio, and acknowledges that “in spite of all that we know 
about music teaching and learning, the applied studio’s instructional processes are often ignored 
                                                 
2 Depending on the student’s degree, the amount of time varies, but three to four years is typical. 
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by research, which generally emphasizes group music instruction” (p. 3). This echoes Richard 
Gipson’s opinion that the practice of private lesson “instruction has not been thoroughly 
investigated” (p. iii) in his dissertation research fourteen years earlier (Gipson, 1978). And, 
although in recent years research in music instruction has increased, minimal study has been 
devoted to student learning within the applied lesson (Broad & O’Flynn, 2012; Gaunt, 2009; 
Kennell, 1992; Schmidt, 1989a).   
Perhaps due to the lack of research regarding and transparency surrounding the applied 
lesson, the applied music instructor often develops an entire three-to-four year curriculum, 
without collaboration. Even though few applied instructors have significant training, they 
nonetheless receive little instructional support and limited opportunity for professional 
discussion or development, (Gaunt, 2008). “Applied music faculty, while often being skilled and 
experienced performers, do not necessarily arrive at their first academic position with much 
experience or competence as teachers” (Abeles et al., 1992, p. 23).  Even with the best of 
intentions, an expert performer may be unable to provide students with effective instruction 
(Persson, 1996). This lack of teacher training may lead to a substantial variability not only 
between universities, but also within the same institution, and often within the same instrumental 
discipline. Of course, this study does not advocate for a unified curriculum. Professors need the 
flexibility and freedom to modify their courses as best fits their individual teaching style. 
However, without a clear understanding of universal objectives and goals, the variance in an 
individual student’s education is often substantial. In order to fully understand the applied lesson, 
both teacher perceptions and student perceptions need to be explored. This study aims to present 
students’ perceptions of skills learned within the applied trumpet lesson. 
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Professional Organizations Supporting Applied Music Education 
Although researchers have found little evidence of support and training for applied 
instructors, various organizations in the United States seek to support those engaged in applied 
music education. The Music Teachers National Association (MTNA) was founded in 1876 with 
the purpose of advancing the study of music and its performance, while supporting teachers of 
music (“About MTNA: Working for a more musical tomorrow,” 2014). The MTNA offers a 
professional certification program for teachers of music at any level and in either the private or 
group setting. The certification program is built around the following five standards that the 
MTNA asserts define what a skilled music instructor should know and do: professional 
preparation; professional teaching practice; professional business management; professionalism 
and partnerships; and professional and personal renewal. The certification process can be 
completed by providing a series of teaching projects or via administrative verification for college 
or university faculty members (“Professional certification standards,” 2004). Although the 
MTNA fulfills a specific need within the applied teaching community, at the time of writing, 
only two trumpet teachers have achieved MTNA certification.  
The National Association of College Wind and Percussion Instructors (NACWPI) is a 
forum for applied teachers on college campuses dedicated to: 
1. Encouraging and developing more effective teaching of wind and percussion 
instruments on the college level. 
2. Providing the efficient interchange of information, ideas, and materials among the 
members. 
3. Encouraging the publication, recording, composition, and distribution of good 
music for wind and percussion instruments. 
4. Fostering the development and manufacture of the best in wind and percussion 
instruments. 
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5. Coordinating the activities of the membership with other groups having common 
interests. 
6. Encouraging the performance of solo and chamber music in which wind or 
percussion instruments have significant roles (“NACWPI.org,” 2014). 
The NACWPI coordinates its conferences with the College Music Society, an all-encompassing 
organization dedicated to music in higher education. 
The largest music educator association in the United States is the National Association 
for Music Education (NAfME, formerly known as the Music Educators National Conference). 
With over 130,000 members including university faculty, active K-12 music teachers, future 
music educators, and other groups, NAfME’s mission is to “advance music education by 
encouraging the study and making of music by all” (“Quick facts,” 2013). Arguably, NAfME’s 
greatest influence can be seen in the establishment of the National Standards for Music 
Education (see ch. 2, pp. 26-27 for more information on the standards). Although these standards 
do not pertain to applied lessons in higher education, all but a few students currently enrolled in a 
college or university, had their entire K-12 music education governed by these standards. 
Therefore, the NAfME standards may play an important role in shaping student perceptions of 
the applied lesson. 
Need for Study 
With the applied lesson taking such a prominent role in undergraduate musician’s 
education, thorough research of this unique relationship and learning environment is essential. 
Often the applied music studio is the only instructional setting where a one-to-one student-
faculty ratio exists (Abeles et al., 1992). This distinctive instructional environment warrants 
study. In order to provide the best education for their students, professors need to gain an 
understanding into what concepts/skills their students are developing. Teacher evaluations, 
which have been a focus of a growing body of research, provide invaluable information with 
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regard to students’ perceptions of teachers. However, without research into what their students 
perceive they are learning, professors teaching applied lessons lack the information necessary to 
effectively model their approach after student learning.  
Jørgensen (2000) asked his incoming students about the emphasis previous instructors 
placed on practice techniques. Nearly 40% of Jørgensen’s students claimed that their former 
teachers had “placed ‘very little’ or ‘no’ emphasis on practice behavior” (p. 73). This stands in 
sharp contrast to Barry and McArthur (1994), in which 84% of applied teachers said the ‘almost 
always’ or ‘always’ included instruction on how to practice in applied lessons. There is a divide 
between teacher and student perceptions within the applied lesson. In order to advance the art of 
teaching, particularly in the unique context of the one-to-one applied lesson, both perspectives 
must be investigated. 
Purpose Statement 
The purpose of this study was to survey undergraduate trumpet students regarding their 
perceptions of skills learned through their applied trumpet lessons. These data were used to 
establish students’ beliefs relating to these skills, and implications were considered for both 
students and educators. 
Rather than conducting on-site performance evaluations or observations, I chose to utilize 
an online survey to discover student perceptions of skills. This enabled me to obtain a 
significantly larger sample size than would be possible otherwise. I was also concerned that the 
presence of a researcher within the intimate environment of the applied one-to-one lesson could 
change the very behavior of subjects being observed.3 This effect could also occur with the 
placement of a video camera (Rostvall & West, 2010) or recording device. 
                                                 
3 This is known as the Hawthorne Effect, defined as changes in the behavior of subjects that 
originate solely from their being the subject of research (Shortall, 2003). 
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Research Questions 
The following research questions are considered in this study: 
1. With respect to undergraduate applied trumpet students: (i) what skills do students 
want to master/attain; (ii) to what extent do students perceive they have attained 
these skills; and (iii) what level of importance do students place on these skills? 
2. Do undergraduate applied trumpet students’ perceptions differ based upon major, 
semesters of study, and/or career goals? 
Definition of Terms 
On the survey, participants were asked their opinions on two types of skills: trumpet 
specific and non-trumpet specific skills.  
Applied Lessons refers to the individual music lessons students receive while enrolled at a 
college or university. Some researchers refer to this as a private lesson and others as one-to-one 
instruction. Where a researcher favors one term over another, all attempts were made to retain 
the term from the original source.  
Trumpet Specific Skills comprise the following set of eleven skills that can be 
demonstrated through the performance of the trumpet itself: articulation/tonguing, flexibility/lip 
slurs, improvisation, intonation, phrasing, range, rhythm, scales/arpeggios, style, tone and 
transposition. 
Non-trumpet Specific Skills comprise the following set of ten skills that can be 
demonstrated through performance and/or away from the instrument: audition skills, 
collaborative skills, knowledge of literature, listening skills, pedagogy skills, performance skills, 
planning/scheduling skills, practice techniques, research skills, and self-analysis skills. On the 
survey, respondents were provided with definitions for three skills: collaborative skills was 
defined as “ability to work well with others;” pedagogy skills was defined as “teaching;” and 
self-analysis skills was defined as “knowing your strengths and weaknesses.” 
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Professor/Instructor/Teacher refers to the faculty member teaching the applied lesson. In 
higher education, the applied music lesson may be taught by a professor, an adjunct instructor, or 
a graduate teaching-assistant. Accordingly, the terms professor, instructor, and teacher are used 
interchangeably to refer to the faculty member providing instruction in the lesson. 
Overview of Dissertation 
As discussed in this chapter, applied lessons play a prominent role in higher music 
education. However, little is known about student perceptions within the context of the applied 
lesson, and student perceptions regarding the skills learned within the framework of the private 
lesson remains a topic yet to be explored. This study is intended to begin this important dialogue, 
as follows: Chapter 2 (Review of Literature) provides the reader with a context for the study; 
Chapter 3 (Methodology) discusses the development and implementation of the survey; Chapter 
4 (Results) present a statistical analysis of the survey data; and Chapter 5 (Discussion) considers 
the results and discusses their implications for students and applied music instructors.  
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CHAPTER TWO 
REVIEW OF LITERATURE 
The review of literature is presented in three main sections: applied lesson research; 
standards and competencies; and skills. The applied lessons section discusses research in both 
the United States and abroad. The skills are separated into the two main groups presented in the 
survey, trumpet specific skills and non-trumpet specific skills.  
Applied Lesson Research 
Applied Lessons in the United States 
While research has increased in recent years, the study of applied lessons in higher 
education remains in its infancy. Such research has generally focused on four main areas: 
evaluative studies; observational studies; development of overarching models or theories of the 
applied lesson; and the student-teacher relationship. A representative sampling of these studies is 
presented here to both provide an overview of the existing research and support my argument for 
the necessity of research regarding students’ perceptions of the applied lesson.  
Evaluative studies. University music programs began implementing student evaluations 
as a measure of teaching effectiveness in the late 1960s. By the early 1980s, these evaluations 
were widespread (Brand, 1983). In his landmark study, Hal Abeles developed one of the first 
instruments for evaluating applied music instruction. Using written statements from 75 
undergraduate and graduate applied music students,1 Abeles created a 30-item rating scale to 
investigate students’ perceptions of five areas: rapport, instructional systemization, instructional 
skill, musical knowledge and general musical competence. According to Schmidt, “the 30-item 
Abeles instrument is practical, and the reliability data are promising,” (1992). In order to judge 
the reliability of his rating scale, Abeles asked 17 students in the brass department to complete 
                                                 
1 Abeles does not specify the categorization of these students: voice, piano, strings, woodwinds, 
brass or percussion.  
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the evaluation for their applied teachers, while asking the four members of the brass faculty to 
assign a performance grade for each student and a colleague rating for the other three brass 
teachers. This led to perhaps the most remarkable findings in Abeles’ study: the correlations 
observed between students’ jury grades, students’ ratings of the applied teaching factors, and 
colleague ratings. The correlation between the students’ jury grades (provided by the brass 
faculty) and the students’ ratings of the applied teaching factors were high and positive for the 
categories of rapport, instructional skill, and general instructional competence. In contrast, the 
correlations were low for the factors of instructional systematization and musical knowledge. 
Also notable was the mildly negative correlation between student evaluations and colleague 
ratings (Abeles, 1975). Schmidt observed, “as students’ ratings tended to increase, colleagues’ 
ratings tended to decrease, and vice versa” (1992, p. 34).  
Later in his career, Abeles designed an instrument to measure non-music major students’ 
opinion of teaching effectiveness and to determine whether non-music majors had differing 
criteria than the majors in the 1975 study (Abeles et al., 1992). Utilizing a similar approach to his 
prior study, 47 non-music major students wrote essays describing a music instructor.2 Statements 
made in these essays provided the foundation for the evaluation form. The final evaluation form 
for non-music majors comprised six categories: rapport, communication, pedagogical skill, 
instructional organization, flexibility in instruction, and general instructional competence.  
Interestingly, neither of Abeles’ evaluative instruments included a rating for teacher 
performance ability, and Abeles’ justification behind this omission differs for music and non-
music majors. For music majors, this exclusion “seems due to the consistently high rating all the 
                                                 
2 Abeles et al. did not specify the classification of the student respondents in regards to the 
instrument studied in applied lessons; however, they did specify the majority of these students 
were enrolled in either piano, voice or guitar lessons.  
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applied faculty received on items describing [faculty member’s] performing. From these results 
it might be concluded that students may suffer from a ‘halo effect’ and are unable to discriminate 
among the performing abilities of applied faculty” (Abeles, 1975, p. 153). While for non-music 
majors, very few students mentioned the teacher’s performance ability on the initial written 
exercise. Together, these studies begin to shed light on student perceptions within the applied 
lesson, albeit in the context of the measurement of instructor effectiveness.  
Using a similar instrument to Abeles’, Wolfe (1990) used Likert-type scales to establish 
ratings of professors. Wolfe’s primary research objective was to compare ratings across disparate 
learning environments. The study examined the differences in student ratings of applied music 
instructors, ensemble directors, music history instructors, and music theory instructors. Wolfe 
found that applied instructors and ensemble directors were rated significantly higher than their 
classroom-based colleagues. Wolfe attributed the difference in ratings in part to the same ‘halo 
effect,’ as Abeles, and to what he defines as the ‘Dr. Fox’ effect in which the teachers’ charisma 
and personality can influence evaluations of instruction. The one-to-one individual attention 
provided in applied music lessons may provide another explanation for the observed differences 
(Schmidt, 1992). 
In order to assess the continued applicability of these types of evaluations, Madsen and 
Nápoles (2006) conducted a follow-up study 30 years after the initial student evaluations. 
Respondents included in this study were initially surveyed in 1972, and then mailed an additional 
survey in early 2003. The study focused on general university instructors, classroom music 
instructors, and applied music instructors. Madsen and Nápoles found that students’ perceptions 
of instructors do not change over time. And, in contrast with Wolfe (1990), only 76% of 
respondents rated an applied instructor as outstanding, the lowest of any of the three instructor 
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types. “Perhaps further research could include an examination of factors that influence ratings of 
applied instructors” (Madsen & Nápoles, 2006, p. 48).  
In contexts outside of music, one study which rated the influence of teacher performance 
on student perceptions showed that up to 60% of the variance in students’ responses, for students 
in grades 7-12, can be attributed to teacher charisma/popularity (Coats, Swierenga, & Wickert, 
1972). Dickinson (1990) found a large correlation between students’ estimates of amount learned 
and students’ ratings of teacher effectiveness, and a small correlation between actual amount 
learned and ratings of teacher effectiveness.  
Although judging teacher effectiveness on the basis of student evaluations can be a 
valuable tool to help to understand what occurs within a classroom or studio, more information is 
needed to fully explain the complexities of the education process. In order to better comprehend 
the applied lesson, several researchers have favored an observational method.  
Observational studies. Compared to Abeles and Wolfe, other researchers have 
developed techniques to observe, rather than critique, the applied lesson. Gipson (1978) focused 
on private wind lessons in higher education, examining three different teachers throughout a 
semester, each of whom taught three different students (one freshman, one sophomore/junior, 
and one senior/graduate student). The observational instrument defined 37 categories of 
behaviors relative to the private lesson. He found that teacher dominant behavior, such as 
appraisal, verbal, physical and musical behavior, occurred more frequently than both student 
dominant and shared student/teacher behaviors. He also found a wide variance in teacher 
behavior. This indicated a difference in teaching styles between the three teachers.  
In a more recent study, Duke and Simmons (2006) sought to uncover the elements of the 
applied lesson by observing videotaped recordings of three artist-teachers: an oboist, a violist, 
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and a pianist. They identified nineteen unique elements, which they then organized into three 
larger categories: goals and expectations; effecting change; and conveying information. Specific 
elements included “teachers demand a consistent standard of sound quality from their students” 
(p. 12), “teachers select lesson targets that are technically or musically important” (p. 12), “the 
course of the music directs the lesson; errors in student performance elicit stops” (p. 13), and 
“the teachers play examples from the students’ repertoire to demonstrate important points (p. 
15).” Most notably, Duke and Simmons observed these nineteen elements in the work of all three 
teachers, leading them to suggest that these teachers may teach this way “because it is the way 
that students learn best” (p. 16). 
Six years later, Parkes and Wexler (2012) partially replicated the Duke and Simmons 
(2006) study in order to examine whether these same characteristics are present in a different 
population of teachers and students. Duke and Simmons examined two teachers at the Eastman 
School of Music and one at the University of Southern California. All three of these subjects 
have international reputations and teach in highly-selective programs. In order to examine if 
these findings would translate to a more representative (i.e., less selective) applied music setting, 
Parkes and Wexler reviewed videotaped lessons of three professors who maintain studios at a 
university music program employing less rigorous selection criteria. While some of the same 
elements identified by Duke and Simmons were found, all were not. Parkes and Wexler defined 
seven additional components not present in Duke and Simmons. The differences between these 
studies highlight the flexibility and malleability of the applied lesson; teachers adjust to their 
students’ abilities (Parkes & Wexler, 2012, p. 60), and the variances observed in applied teaching 
may reflect those modifications.  
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Another area of interest in applied lesson research is the use of instructional time. In her 
landmark study, Kostka (1984) observed 96 private piano lessons of students ranging from 
elementary school-aged to adult and found that student age significantly affected many of the 
variables studied. Kostka also determined that, on average, nearly 10% of the lesson was spent in 
off-task/non-music behaviors, and lesson time was largely divided between student performance 
(56.57%) and teacher talk (42.24%).  
In a similar study, Vallentine (1991) observed the proportional use of instructional time 
in 60 university applied music lessons. Although examining students within a vastly narrower 
age range, Vallentine’s results mirrored Kostka’s. In a given lesson, the time devoted to student 
performance averaged 41.0% and teacher talk averaged 40.0%. Vallentine also found a wide 
variation in these percentages: student performance time ranged from 5.6% to 77.9% and teacher 
talk time ranged from 15.6% to 74.4%. Interestingly, teacher modeling averaged only 6.1% of 
lesson time, although some research suggests this may be the most efficient and productive way 
to learn music (Rosenthal, 1984). In a companion study, Vallentine and Sogin (1992) repeated 
the experiment, with consistent results. Student performance averaged 39.8% of lesson time, 
teacher talk averaged 36.6% of lesson time and teacher modeling averaged 6.7% of lesson time.  
Models and methods. While the observational studies discussed above focused on 
instructional techniques and time spent in the lesson, other researchers have attempted to develop 
a conceptual model for effective teaching in applied music. L’Hommedieu’s (1992) case-study 
of a master teacher focused on a renowned flute instructor (whose identity was intentionally 
concealed) and his students. L’Hommedieu identified four pedagogical behaviors and 
characteristics for teaching effectiveness: student selection; high level of subject area expertise; 
quality of instruction; and an extremely high level of consistency in instruction. Although no 
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theory of instruction is put forth, L’Hommedieu recommends that studio teachers at every level 
offer clear instruction, encourage student preparation, provide appropriate and timely 
reinforcement, and effectively diagnose playing problems and formulate correctives.  
Other researchers have sought to create a theoretical model for the private lesson. In each 
case, researchers have recognized that an effective model must explain why certain methods of 
instruction are chosen over others. “We need to construct a more complete theory that explains 
one-to-one instruction in applied music. We need to develop a theory that accommodates the 
complexity and richness of interactions observed in applied lessons,” (Kennell, 1992, p. 8). In his 
article, Kennell proposes a theoretical model for applied music instruction based on Lev 
Vygotsky’s “proximal development” concept, defined as the skills and concepts just beyond the 
student’s current capabilities. According to Kennell, the weekly meeting between student and 
expert teacher—coupled with independent student progress in-between lessons—exemplify 
Vygotsky’s notion of joint problem solving. Building off of this theory, Kennell formulated the 
“Teacher Scaffolding Model” utilizing the specific teaching behaviors of reducing degrees of 
freedom, marking feature, and demonstrating. By illuminating the myriad instructional choices, 
this theory reveals the complexities in pedagogical decision making during the private lesson 
(Kennell, 1992). 
Another researcher applied the cognitive apprenticeship model to the applied music 
lesson. Cognitive apprenticeship utilizes teaching methods such as teacher demonstration 
(modeling), scaffolding, reflection, and articulation (description). Scaffolding and modeling were 
prominent teacher behaviors, while student behavior focused on reflection and articulation 
(description) (Kang, 2003).  
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Personality studies. Schmidt’s research has focused on how teacher’s measurable 
personality traits affect specific behaviors observed in the applied lesson. He examined 
approvals, disapprovals, reinforcement rate, teacher talk, teacher models/performance, teacher 
question, and pace. Using the Myers-Briggs Type Indicator, he found that teacher 
extraversion/introversion, sensing/intuition, and the interactions of extraversion/introversion with 
judgment/perception were significantly related to four of the studied teacher behaviors: 
approvals, reinforcement rate, teacher model/performance and pace (1989a). Extroverted 
teachers showed significantly greater numbers of approvals and higher rates of reinforcement 
compared to introverted teachers. Intuitive applied teachers demonstrated significantly higher 
numbers of approvals, rate of reinforcements, teacher modeling/performance, and a faster pace 
than sensing teachers. Those teachers with a combination of extraversion and judgment had 
higher approvals, rates of reinforcement, and a quicker lesson pace than other subgroups, which 
has been shown to increase student progress (Donovan, 1994). 
In a related study, Schmidt, Lewis and Kurpius-Brock examined teacher personality and 
the ratings of the applied music teaching. The researchers found that teacher personality 
characteristics are significant sources of variance in evaluations of applied teaching (1991). In 
contrast with Schmidt’s earlier study, no significant relationships were found between 
effectiveness (as judged by three experienced music educators), the Myers-Briggs Type Indicator 
variables evaluated in the earlier study and field dependence. Positive relationships were found, 
however, between ratings of teacher effectiveness and teacher intraception, affiliation, 
nurturance, endurance, and achievement.  
Through Schmidt’s research, some differences in teaching style and behaviors have been 
attributed to teacher personality. Not only have these studies shown that significant differences 
18 
 
 
exist between individual teachers, but they have also presented a conceptual model for why 
certain of these differences exist and how they may affect perceptions of teacher effectiveness.  
International Research on Applied Lessons 
The international community’s examination of the applied lesson has been more robust, 
particularly in areas relevant to this study. International researchers have studied a variety of 
topics concerning one-to-one lessons, including professor profiles, teachings methods, teacher 
effectiveness, teacher/student relationships, and student and teacher perceptions of applied 
lessons in the conservatory setting. These studies provide the substantive base for modern 
research into the applied lesson in higher education.  
Professor profiles. In an effort to explore the characteristics of the faculty working in the 
conservatory system in the United Kingdom, Mills (2004b) interviewed 37 professors at the 
Royal College of Music across all disciplines of music: keyboard; strings; woodwinds; brass; 
percussion; and voice. 36 of these professors were also graduates of the school. All but two 
interviews were conducted face-to-face utilizing a semi-structured interview approach in which 
professors were asked about: their most recent five years; their first five years after graduating 
from the conservatory; any time in-between these periods; how/why they began teaching; if 
teaching has an impact on their performance; how they learned how to teach; any barriers to the 
progression of their career; and if the conservatory could have better prepared them for their 
careers. Mills found that, in general, the professors performed more and taught less at the 
beginning of their careers, are committed to their teaching, and generally feel that teaching 
experience improves their effectiveness as performers. Mills also noted that the professors were 
resolute in their broad pursuit of careers in music, yet flexible in their choice of specific music-
related jobs. 
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In a case study of performers as teachers, Persson (1996) examined a piano studio at an 
institution of higher music education in Britain to determine how students respond to the 
instructor and the particular issues unique to this teaching environment. Focusing on one concert 
pianist with no formal teacher training, the case study involved participant observation and 
unstructured interviews. Nine students, two with a piano performance emphasis, the other seven 
in secondary study, who had studied with the instructor for at least one year participated in the 
study. The researcher observed participants’ lessons for a period of two weeks, allowing 
observations to be collected over two separate lessons for each student. Additionally, both 
teacher and student participants completed a questionnaire. Persson concludes that, although 
certain aspects of the skilled concert pianist instructor’s teaching were commendable, she lacked 
a sound instructional strategy, with respect to the participating students. “Individual lessons 
could be best described as a series of master classes, with no long-term plan of how to take a 
student from one point of development to another. Every lesson is, more or less, an independent 
unit” (p. 33). Persson concludes that this “commonsense” approach to instrumental teaching, at 
least in this case, was unsuccessful. Although quick to dissuade his readers from generalizing 
this single case study to all applied instructors, Persson emphasizes the need for further research 
(p. 34). 
Teaching methods. Through interviews with six prominent London brass and woodwind 
instructors, Purser (2005) solicited instructors’ opinions about teaching in the conservatoire 
setting. While Purser found many similarities between the instructors, each of whom taught a 
different instrument (trumpet, horn, trombone, flute, clarinet, and bassoon were all represented) 
he also identified various differences between them. The most remarkable consistencies in 
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Purser’s study were his discoveries that none of the instructors interviewed had any formal 
training as teachers and all were reticent to discuss their teaching with their peers.  
In a broad observational study developed to describe undergraduate level instrumental 
and vocal instruction, Burwell (2005) reviewed videotapes of 67 individual lessons and 10 group 
lessons. The study spanned four years and 11 instruments: flute, recorder, clarinet, saxophone, 
trumpet, voice, piano, electronic keyboard, guitar (acoustic), guitar (electric), and drum kit. In 
addition to the observation of videotapes, interviews and questionnaires provided both student 
and teacher participants the opportunity to comment specifically on their lessons. Burwell 
focused on the questions instructors posed to their students within the lessons and the careful 
balance between relaying information and supporting the student. She concludes that, through 
careful collaboration, elicit teaching approaches and high levels of instrumental expertise, the 
student has the opportunity to develop into a mature and independent musician. 
Using the same source material, Burwell (2006) also examined the differences between 
vocal and instrumental teachers in higher education. She found that more emphasis in vocal 
lessons is placed on technique and less on interpretation than in instrumental lessons. Vocal 
instructors also tend to use affective language and metaphor more frequently.  
Other researchers have also worked towards developing a model for applied teaching. 
Through an analysis of video-recordings of private lessons, researchers in Australia attempted to 
identify, characterize and map the observed pedagogical practices (Carey, Bridgstock, Taylor, 
McWilliam, & Grant, 2013). Six teacher-participants were recruited to record a series of lessons 
throughout the course of one semester, each with two different students: one in his/her first year 
of undergraduate study and the other at a more advanced level. Teacher-participants were 
selected in order to create a representative sample of specializations, full-time and part-time 
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faculty, and gender balance. Through their analysis, two distinctive pedagogical approaches 
emerged: transformative pedagogy and transfer pedagogy. Transformative pedagogy places an 
emphasis on the depth of student understanding and ownership, with an open and exploratory 
approach. Conversely, transfer pedagogy is characterized by instruction that promotes mimicry 
and less flexibility. Both pedagogical styles support generalized learning and specific 
performance outcomes. With its reduced emphasis on flexibility, however, transfer pedagogy 
results in more confined or focused outcomes. 
Perceptions of teaching effectiveness and the student/professor relationship. 
Utilizing a survey of undergraduate students, Mills (2002) asked undergraduate students enrolled 
at a conservatoire to describe the elements of instrumental teaching that they found effective. 
Students wanted to feel that they had progressed on technique, musicality, practicing skills and 
confidence. Additionally, students desired teachers who love teaching, show an interest in 
students’ personal and musical development, who are firm, and present constructive criticism. 
Hoping to gain a better understanding of the complexities of the conservatoire instructor 
and student relationship, Presland (2005) conducted interviews with 12 piano students. She 
found that students studying with part-time faculty generally enjoyed this arrangement and found 
it beneficial to work with an instructor with an active performance schedule. Presland also found 
that the relationships between the students and their teachers tended to work well because so 
much effort had been put into matching instructors with students at the onset of their instruction. 
Commonly, students came to the conservatoire having previously worked with potential 
instructors at summer festivals or through outside private study. In the conservatoire Presland 
studied, typically only 5% of the pianists requested to change professors each year. 
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Further examining the student/professor relationship, researchers have also examined the 
role of the teacher as a mentor, focusing on their support for their students as developing 
professional musicians (Gaunt, Creech, Long, & Hallam, 2012). Students often felt the 
student/professor relationship created a mentoring environment. Indeed, many of the interactions 
described by students involved coaching, advising, counseling and instructing. Those 
interactions that served a mentoring role were greatly appreciated by the students. It was also 
determined that many students were having difficulty making the transition from student to 
professional musician, thus underlining the likely importance for developing mentoring 
approaches (Gaunt et al., 2012). 
Student and teacher perceptions of applied lessons in a conservatoire. The research 
most pertinent to this project are Gaunt’s studies in student and teacher perceptions (2008, 2009, 
2011). Utilizing a qualitative approach to her research, Gaunt began by conducting interviews 
with 20 teachers at the Guidhall School in London. These participants spanned four different 
departments: strings, piano, voice, and wind/brass/percussion. Each instructor answered 
questions regarding: their philosophy and aims of teaching; methods and approaches; planning 
and monitoring; relationships between student and teacher; and relationship between instructor 
and institution. She found that most teachers operated in a state of isolation, leading to problems 
due to the intense and complex nature of the student-teacher relationship. Gaunt also determined 
that teachers have difficulty in balancing student autonomy with student confidence (2008).  
In the second component of the study (2009), Gaunt interviewed 20 students, one taught 
by each instructor from her the previous study (2008). Using a similar interview process, Gaunt 
examined the students’ aims and objectives in learning, characteristics of the lesson, and the 
student-teacher relationship. She found that the students had vastly different experiences in their 
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one-to-one instruction. Some students had more frequent and longer lessons, and others—most 
commonly wind/brass/percussion participants—had multiple teachers at one time. All students 
were happy with their current relationships with their teacher(s). Gaunt found that the power 
dynamics of the relationship had a significant impact on the students, and sometimes hampered 
their development. Students had clear professional aspirations, although these often did not 
translate into specific efforts to cultivate work.  
Using the data obtained through her earlier studies, Gaunt (2011) next examined the 
student-teacher relationship through student-teacher pairs. She found a variety of relationships 
between student and teacher, and a number of different approaches regarding the extension of a 
social relationship outside of the lessons. Often students’ opinions mirrored those of their 
teachers, further evidence of the power dynamics operating within the one-to-one lesson. These 
dynamics created a complex environment for students to navigate, particularly if the student was 
having difficulty learning or wanted to change instructors. Gaunt’s research has highlighted 
many of the aspects unique to the one-to-one relationship, and raised questions as to what can be 
done to create the most effective and supportive environment for student development and 
learning. 
Notably, the structure of music higher education in the United Kingdom does not mirror 
that of the United States. For instance, the conservatory system in the United Kingdom 
specializes in performance and does not offer courses in music education (Mills, 2006). 
Therefore, it is difficult to generalize these findings across borders. Further, while these 
qualitative studies provide a useful starting point, they do not include any quantitative 
components backed by rigorous statistical analysis. Accordingly, additional targeted research—
particularly research within the United States—could offer new insights into the applied lesson. 
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Standards and Competencies 
The National Association of Schools of Music (NASM) is the accreditation board for 
music schools in the United States. Currently, approximately 652 schools, conservatories, 
colleges, and universities are accredited members (“National Association of Schools of Music,” 
2015). The standards and guidelines of the NASM are published annually in the NASM 
Handbook. Although the NASM has no specific guidelines or standards for applied instruction, 
NASM has produced an outline of competencies expected of those graduating from various 
degree programs. The competencies expected of students graduating with the Bachelor of Music 
in Performance (BMP), Bachelor of Music Education (BME), and Bachelor of Arts or Science in 
Music (BAS) degrees related to applied instruction are explored below. Additionally, 
connections between the NASM competencies and the trumpet specific/non-trumpet specific 
skills examined in this study are highlighted. 
Graduates of a BMP degree program must acquire the “technical requisite for artistic 
self-expression in at least one major performance area,” understand the “repertory in their major 
performance area,” and obtain the “ability to perform from a cross-section of that repertory” 
(“NASM competencies summary: The BM in performance,” 2015, p. 1). In order to meet the 
performance expectations of the degree program, students must master the mechanics of their 
chosen instrument. For trumpeters, these mechanics include articulation/tonguing, lip 
slurs/flexibility, intonation, range, rhythm, scales/arpeggios, and tone. The other trumpet specific 
skills of phrasing and style are critical for self-expression and the ability to perform a variety of 
literature. The non-trumpet specific skill of knowledge of literature connects strongly with 
“understanding of the repertory in their major performance area.” In addition, graduates are 
expected to be able to work “in collaboration on matters of music interpretation” (p. 1) linking to 
the non-trumpet specific skill of collaborative skills. The NASM competencies also focus on 
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students’ development of compositional or improvisational skills, which relate to the trumpet 
specific skill of improvisation. Graduates are also expected to have an understanding of music 
from theoretical and historical viewpoints, connecting to the non-trumpet specific skill of 
research skills. With regard to the major performing medium, students are expected to be able to 
“work independently to prepare performances to the highest possible level,” which relates to the 
non-trumpet specific skills of audition skills, performance skills, and practice techniques. 
Finally, BMP graduates are expected to have “experience with the fundamentals of pedagogy,” 
which connects with the non-trumpet specific skill of pedagogy skills.  
For students enrolled in a BME degree program, many of the performance standards are 
the same as those enrolled in BMP degrees. The degree programs diverge with respect to 
comprehensive performance capabilities. For those graduates of a BMP degree, the focus is on 
practice techniques and performance skills, whereas for those graduates a BME degree, the 
emphasis is on a broad range of pedagogy skills (“NASM competencies summary: The 
baccalaureate degree in music education,” 2015).  
Unlike the BMP and BME degree programs which are classified as professional 
undergraduate degrees, the BAS degree is considered a liberal arts degree, and the competency 
expectations reflect this difference. With respect to musicianship, graduates should have “the 
ability to hear, identify, and work conceptually with the elements of music such as rhythm, 
melody, harmony, structure, timbre and texture,” a familiarity with a “wide selection of musical 
literature” and the “understanding of procedures for realizing a variety of musical styles.” 
Students graduating with a BAS degree should also develop performance ability “consistent with 
the goals and objectives of the specific liberal arts degree program” (“NASM competencies 
summary: BA or BS in music,” 2015, pp. 1-2). These standards highlight the trumpet specific 
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skills of rhythm, style, and tone. They also feature the non-trumpet specific skills of knowledge 
of literature and performance skills. All three degree competency summaries provide valuable 
insight into the standards and guidelines for applied instruction in higher education. 
The standards and guidelines for students in K-12 education help contextualize 
undergraduates’ musical experiences before arriving on campus. In 1994, the Consortium of 
National Arts Education Associations established the first detailed description of what K-12 
students “should know, understand, and be able to do in dance, music, theatre, and visual arts” 
(Charleroy, Gentry, Greco, Rubino, & Schatz, 2011). As a participant in this consortium, the 
National Association for Music Education (NAfME) offered music educators guidance in their 
classrooms through establishment of the following nine standards for music education: (1) 
singing, alone and with others, a varied repertoire of music; (2) performing on instruments, alone 
and with others, a varied repertoire of music; (3) improvising melodies, variations, and 
accompaniments; (4) composing and arranging music within specified guidelines; (5) reading 
and notating music; (6) listening to, analyzing, and describing music; (7) evaluating music and 
music performances; (8) understanding relationships between music, the other arts, and 
disciplines outside the arts; and (9) understanding music in relation to history and culture 
(“National standards for music education,” 2014).  
As a part of the National Core Arts Standards, these standards were revised in June 2014. 
The National Core Arts Standards encompass all arts education, dance, media arts, music, theatre 
and visual arts from pre-kindergarten through high school. All of these disciplines have four 
overarching standard categories: creating, performing/presenting/producing, responding, and 
connecting. Each of these categories has two to three anchor standards from which discipline-
specific standards derive (“National core arts standards,” 2014). Due to the varied nature of 
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music opportunities presented throughout K-12 education, NAfME established a standard set of 
general music standards for K-8 but separated secondary music education into the following four 
strands: composition/theory, music technology, guitar/keyboard/harmonizing instruments, and 
ensemble. The harmonizing instruments and ensemble strands also contain standards for novice 
(fifth grade) and intermediate (eighth grade) levels, in addition to the three achievement levels 
common to each strand for high school students (proficient, accomplished or advanced) 
(“Standards,” 2015). 
The trumpet falls within the “ensemble” strand. Within this strand, the “creating” 
standards (sometimes referred to as an artistic process) focuses on composition and 
improvisation for different purposes and in various historical and cultural contexts. The 
performance standards explore selecting, analyzing, interpreting, rehearsing, and presenting a 
varied repertoire of music. Students concentrate on technical and expressive skills in “a varied 
repertoire representing diverse cultures, styles, genres, and historical periods” (“Core music 
standards: Ensemble strand,” 2014, p. 4) and learn to examine the structure of both prepared an 
improvised works. They also study rehearsal strategies and ensemble challenges. Under the 
responding standard, students learn to select and analyze music, both from the structural and 
interpretive standpoints. Students also work on evaluating pieces based on research and 
collaboratively-developed criteria. The connecting standard is met through fulfilment of certain 
objectives in the creating, performing, and responding standards. Together, these standards 
incorporate mastery of both technical skills (as articulation/tonguing, flexibility/lip slurs, 
improvisation, intonation, range, rhythm, scales/arpeggios, and tone) and expressive skills 
(phrasing and style). The NAfME standards also emphasize the non-trumpet specific skill of 
knowledge of literature, listening skills, research skills and performance skills. 
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Trumpet Specific and Non-Trumpet Specific Skills 
Trumpet Specific Skills 
The trumpet specific skills examined in this study are discussed below. These eleven 
skills, presented in alphabetical order, can be demonstrated on the instrument. This section is 
intended to provide context and justification for each trumpet specific skill included in this study. 
Articulation/tonguing. Articulation/tonguing is integral to the success of any trumpeter 
and is likely the most well-documented of all 11 trumpet specific skills. The skill is discussed at 
length in many trumpet texts (Campos, 2005; Cassone, 2009; Dale, 1985; Davidson, 1970; 
Gibson, 1967; Haynie, 2007; Hickman, 2006) and often receives more focus than other skill 
areas. In Hickman’s innovative text, Trumpet Pedagogy: a Compendium of Modern Trumpet 
Techniques (2006), the study of articulation is recommended from the beginning of instruction 
(p. 401) and an entire chapter is devoted to the development of different articulations: single 
tonguing, multiple tonguing, and flutter tonguing and growling. Gibson, in his seminal work, A 
Textbook for Trumpet (1967), outlines a daily practice plan in which articulation is the first listed 
skill. The first studies in Arban’s Complete Conservatory Method (Arban, 1982), originally 
published in the mid-nineteenth century, include articulation instruction from the very first note 
and written instruction on how best to utilize the tongue.  
Flexibilities/lip slurs. The study of lip slurs (moving from one partial to another without 
the aid of valves or articulation) often begins early in a student’s instruction through the 
utilization of tools such as Daily Drills and Technical Studies (Schlossberg, 1965), Twenty-Seven 
Groups of Exercises (Irons, 1966), and Lip Flexibilities for all Brass Instruments (Bai, 1996). 
Both Dale (1985) and Davidson (1970) offer recommendations to the trumpeter on proper lip 
slur technique. The pillar of the trumpet method literature, Arban’s Complete Conservatory 
Method (Arban, 1982), contains exercises dedicated to lip slurs and flexibility on the instrument. 
29 
 
 
More recently, trumpeter Allen Vizzutti (1990, 1991a, 1991b) authored a three volume trumpet 
method covering technical studies, harmonic studies, and melodic studies. In his first book, 
twenty-four exercises are devoted to lip slurs/flexibility (1990). Although not as thoroughly 
discussed in the literature as articulation, lip slurs/flexibility are a key skill for each trumpeter’s 
daily practice.  
Improvisation. Like many of the skills examined in this research, improvisation 
incorporates many other skills. A successful improvisation combines all aspects of trumpet 
playing through the on-the-spot creation of new music. Improvisation is a skill addressed in 
various trumpet methods, such as James McNeil’s The Art of Jazz Trumpet (1999) and Paul 
Tomashefsky’s Jazz Inspiration for Improvisation (2004). And in addition to trumpet literature 
emphasizing the importance of incorporating improvisation into the studio (Ketch, 1983) and 
addressing the interplay between jazz improvisation and classical trumpeters (Montelione, 
2013a), significant research has been conducted in the greater music community concerning 
improvisation, including in the context of music psychology (Kenny & Gellrich, 2002; Radocy 
& Boyle, 2012). With regards to education, improvisation is the only trumpet specific skill 
established as a national standard for music education in 1994 by the Consortium of National 
Arts Education Associations.  
Intonation. Simply stated, “the importance of good intonation cannot be emphasized 
enough” (Davidson, 1970, p. 15). The ability to control the instrument is a vital skill for any 
trumpeter. In fact, Hickman (2006) devotes an entire chapter to the discussion of trumpet 
intonation and acoustics, covering such topics as the harmonic series, intonation of harmonics, 
length of valve slides, ways to alter the pitch, bore size and irregularities, and other 
considerations for the performing trumpeter. Dale (1985), describes various excerpts in the 
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orchestral literature as fraught with intonation issues. He recommends that students play in 
ensembles in order to discover personal and instrument tendencies. Sherman (1979) echoes this 
sentiment, asserting that “it is impossible to overemphasize how important it is for an individual 
to be aware of the playing characteristics of his instrument” (p. 90). He continues to explain that 
the player must be flexible and able to adjust, within reason, as the situation demands. In order to 
address this important issue, many trumpet methods include extensive exercises on long tones 
(Arban, 1982; Schlossberg, 1965; Stamp, 2000; Vizzutti, 1990). 
Phrasing. In his highly regarded book, Arnold Jacobs: Song and Wind, Frederiksen 
(1996) describes Jacobs’ experience in Marcel Tabuteau’s class on phrasing while studying at 
the Curtis Institute. Jacobs recalled it being one of his most worthwhile classes (p. 9). Jacobs’ 
opinions on phrasing and its importance, and its relation to song (p. 154-155), reinforce its 
significance. Baldwin (2005) and Gilreath (2008) share this sentiment, connecting phrasing to 
sentence structure and singing. In a previous article, Baldwin (2004) addresses elements of 
phrasing, including phrase shape, fermatas, cadences, and the appropriate use of dynamics.  
Range. Range is, without question, an integral component to successful trumpet playing. 
In Hickman’s chapter on efficient practice, he includes a list of skills that should be practiced to 
“develop tone, articulations, finger dexterity, lip flexibility, range, endurance, power, and breath 
control” (2006, pp. 162-163). Craswell (2010) also recommends the incorporation of range into 
one’s daily practice regimen.  
Perhaps the strongest argument for the importance of range, however, is the organization 
of various widely utilized trumpet methods. Virtually all method books gradually increase range 
throughout the text’s exercises or etudes. This is especially true of methods geared towards 
younger and developing students, such as Getchell (1976), the Rubank series (Gower & 
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Voxman, 1940), Hering (1946), and Voxman (1953). More comprehensive texts, such as 
Arban’s Complete Conservatory Method (1982) and Saint-Jacome’s Grand Method for Cornet 
(2002) are similarly structured. Lip flexibility studies, such as those contained in Schlossberg 
(1965), Bai (1996), Irons (1966) and Colin (1980), are also organized to encourage progressive 
expansion of one’s range. Dale (1985) also addresses the physical aspects of playing in the 
higher register. 
Rhythm. Dupuis (2010) states, “rhythm is the key ingredient to the successful outcome 
of any performance.” Music is an art in sound and time; without these elements working 
together, the performance suffers. Although rhythm organizes musical events in time (Whittall, 
2015), many trumpet method books do not separately address it, and it is explicitly discussed 
relatively infrequently in the literature. The most notable exception to this trend, is of course, 
Arban’s Complete Conservatory Method (1982), which gradually introduces different rhythmic 
patterns (pp. 23-36). Other books, such as Gates’ Odd Meter Etudes (1962) and Nagel’s 
Rhythmic Studies for Trumpet  (1976), have made an effort to remedy the lack of rhythmic 
specific studies for trumpeters. More recently, Vizzutti (1991b) supplies the student with 
rhythmic etudes. Still, the lack of targeted literature and discussion is surprising, considering that 
“a lack of thorough training in the various rhythms and note values is painfully apparent” for 
many students (Gibson, 1967, p. 66).   
Scales/Arpeggios. In Trumpet Technique, Dale (1985) argues that scales are the basis for 
technique and implores students to learn major, minor, whole-tone, and chromatic scales, as well 
as scales in thirds. The great trumpet pedagogue John Haynie incorporated scale exams into his 
curriculum at the University of North Texas (Haynie, 2007). The study of scales is recommended 
by Hickman (2006) as a means for developing finger dexterity and Sherman (1979) devotes a 
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full chapter to the importance and practice of scales and arpeggios. Of course, scale and arpeggio 
exercises are also found in numerous method books, including Arban (1982), Clarke (1985), 
Saint-Jacome (2002), Schlossberg (1965), and Vizzutti (1991a). Practicing scales and arpeggios 
allows the trumpet player to simultaneously address a variety of other skills (Sherman, 1979) and 
will remain a staple throughout each trumpeter’s career. 
Style. Style is a key component of any successful performance, yet the development of a 
musical style is often overlooked in pedagogical text and literature. This skill is discussed in the 
context of the jazz and classical genres (Banks, 2008) and time period. For example, Ellis 
examines how to approach baroque music and its unique style (1985). Sherman (1979) asserts 
that a stylistically correct musical performance requires a performer to demonstrate “a 
knowledge of history and composer’s style,” and exercise “musical taste and judgment” (p. 119). 
Many teachers choose to address the learning of various styles through the deliberate selection of 
specific books. For example, a teacher may recommend Brandt (1945) for orchestral styles or 
Bordogni (1951) for lyrical styles. 
Tone. Craswell (2010) states, “Our sound is what gives us our individuality. In other 
words, our sound is our voice on the instrument. Without a great sound, nothing else matters 
very much.” The importance of tone is difficult to overstate. A performer’s tone acts as their 
signature and helps to define him/her as a musician (Peterson, 2008). Trumpeters and other brass 
players often utilize long tones in order to refine their sound. Long tones are found in many 
renowned trumpet methods (Arban, 1982; Saint-Jacome, 2002; Schlossberg, 1965; Stamp, 2000; 
Vizzutti, 1990). Sherman (1979) also recommends the use of lip slurs to develop one’s tone. 
Dale (1985), Haynie (2007) and Sherman (1979) all address the importance of the breath in 
producing a good sound. Music is an art in sound; a good sound on the instrument is essential. 
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As Sachs (2009) articulately states, “You can have all the technique in the world, but if you don’t 
play with a great tone it won’t matter” (p. 83). 
Transposition. Hickman (2006) gives a detailed historical explanation of the origins of 
transposition and guides the reader through various exercises and methods of learning how to 
transpose. The benefits, aside from the ability to read music not written for the chosen 
performance instrument (a common occurrence for trumpeters performing in an orchestra), are 
twofold: the ability to read and perform from a score, and improved sight-reading skills (Haynie, 
2007; Mathie, 1991; Sherman, 1979). Sanborn (2006) advocates for the use of transposition to 
develop improvisation skills. The trumpet method literature includes several useful books on the 
study of transposition including, Bordogni’s Vingt-Quatre Vocalises (1951) and Caffarelli’s 100 
Studi Melodici (1986).  
Non-Trumpet Specific Skills 
The non-trumpet specific skills examined in this study are discussed below. These 10 
skills, presented in alphabetical order, can be demonstrated both on and/or away from the 
instrument. This section is intended to provide context and justification for each non-trumpet 
specific skill included in the study. 
Audition skills. Much of the literature on audition skills is presented in combination with 
performance skills and performance anxiety (Dunkel, 1989; Frederiksen, 1996; Greene, 1998; 
Hickman, 2006; Sherman, 1979). Clearly, an audition is a type of performance; it is only natural 
that the two are presented together. However, audition skills have their own unique 
characteristics and concerns. Blanchard and Acree (2007), Hickman (2006) and Lucas (1999) 
offer non-musical advice to musicians taking auditions: how to prepare physically for an 
audition, planning and non-musical preparation, and visualization. The trumpet literature often 
focuses on the professional orchestral audition (Dyer, 1980; Hendrickson, 2006; Hunsicker, 
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2011; Lucas, 1999; Lyons, 2006; Sachs, 2009; West, 2006). Others have specifically addressed 
the college audition (Blanchard & Acree, 2007; Haynie, 2007; Libs, 2000; Pursell, 2012). Taking 
a unique approach, Byrd (2009) draws connections between aural skills and auditions. While 
many trumpeters enrolled in undergraduate applied lessons will not audition for employment, 
most will audition for ensemble placement while enrolled at a college or university. Accordingly, 
the ability to successfully navigate the audition process will benefit nearly all trumpet students 
enrolled in lessons. 
Collaborative skills. In order to succeed in the context of the one-to-one applied lesson, 
the student and teacher must collaborate. Collaborative skills are primarily discussed in 
relationship to ensembles (Saxton, 2011). While this skill lacks the recognition of other skills 
included in this study, it is crucial to the trumpeter’s success (both within and outside of the 
applied lesson). In addition to working closely with his/her applied instructor, the trumpeter is 
often expected to collaborate with a pianist for required juries and recitals. For some students, 
this is the first experience they have working in collaboration with a pianist. Learning how to 
work respectfully and efficiently with others is a hallmark of the successful musician (Beeching, 
2012).  
Knowledge of literature. As in many fields, a thorough knowledge of the literature is 
one measure of a student’s level of education. Some professors of applied trumpet instruction 
include knowledge of literature as a goal or outcome for their applied studio instruction (Ingle, 
2015; Montelione, 2013b). In Trumpet Pedagogy: A Compendium of Modern Teaching 
Techniques (2006), Hickman devotes a substantial portion of the text to the literature, including 
an extensive list of recordings (pp. 389-399), recommended practice materials (pp. 401-418), and 
suggested readings (pp. 419-434). This systematic presentation of so many of the important 
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works, encompassing both music and discussion, confirms the importance of knowledge of 
literature.  
Listening skills. In his guide to future and current undergraduate music majors, Holly 
(2009) discusses listening skills in relation to music and the classroom. He highlights the 
importance of listening critically in the practice room, as well as in ensembles, and as a means to 
broaden musical horizons. Gordon (1971) emphasizes the importance of musical understanding 
and music appreciation. Sherman (1979) recommends the use of recordings to learn pieces and 
discern the stylistic preferences of a conductor. He also encourages trumpeters to develop his/her 
sound concept through listening to respected players, as does Dulin (2013). As stated by Johnson 
(1981), “Learning to listen well, with thoroughness and objectivity, is the single most important 
skill any musician must acquire” (p. 51).   
Planning/scheduling skills. Beeching (2012) includes planning and organizational skills 
in a list of skills typically found in successful musicians. Musicians are required to be versatile 
and flexible; few musicians work from a single location and hold only one job. In a given week, 
the successful musician must often balance individual practice, rehearsals, performances, 
transportation, teaching, and other logistical matters. The successful management of time and 
responsibilities necessitates the development of exceptional planning and scheduling skills 
(Ricker, 2011).  
Pedagogy skills. Researchers have begun to explore the teaching of pedagogy skills 
within the applied lesson through the deliberate presentation of repertoire, technique, practice 
skills, interpretation and performance in such a manner as to create awareness of the pedagogical 
process (Petrella, 2007). Research into college students’ perceptions of teaching applied lessons 
has also been explored (Fredrickson, 2007a, 2007b; Mills, 2006). Fredrickson (2007b) found that 
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college students teaching young instrumentalists regularly had low expectations before the 
lessons and were concerned with student motivation and practice. He recommends further 
research regarding the training of applied lesson teachers. In a similar study, Fredrickson (2007a) 
found attitudes towards the teaching of private music lessons between undergraduate and 
graduate students to be similar. He also found similarities between students across education and 
performance degree programs. In a later study, Fredrickson, Gavin and Moore (2012) explored 
wind and percussion instructors’ opinions about their own teaching and their students’ teaching. 
The vast majority of teachers surveyed believed that their students would teach privately in some 
capacity. The faculty respondents enjoyed teaching, liked the challenges of teaching musicians 
and felt that teaching benefited their performing skills. However, faculty respondents also 
indicated that that pedagogical technique was not obvious and needed to be taught.  
Mills (2004a) found that the conservatory students often have experience as instrumental 
teachers and hope to include instrumental teaching in their careers. They look forward to being 
engaged intellectually as a teacher, feel they need to receive training in teaching, and believe that 
being a teacher will improve their playing.  
Mills’ (2006) study investigated students’ attitudes regarding instrumental teaching 
relative to the effects of studying alongside only performers, future classroom teachers or a 
combination of both. She predicted that aspiring performers/composers would be more 
enthusiastic instrumental teachers, more knowledgeable in their approach to instrumental 
teaching, and more socialized as teachers if they were surrounded by students who aspired to 
become classroom music teachers. The impact on student performers/composers was not quite so 
clear. While there were differences in the opinions of the student performers/composers trained 
at the two subject conservatories (one that does not house education students, one that does), the 
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direction was not as was predicted; the conservatory performance/composition students in the 
institution housing education students were less enlightened in their beliefs about instrumental 
teaching. Mills suggests that increasing the emphasis of instrumental teacher training in higher 
education could generally improve instrumental teacher training “and discourage untrained 
students, who are little more than children themselves, from taking on too early the role of 
instrumental teacher” (p. 389).  
These studies establish that college music students are often either actively involved in 
private teaching or hope to be soon, and that additional training of these aspiring teachers is 
essential to facilitate their development into effective teachers.  
Performance skills. As with audition skills, a great deal of the literature focusing on 
performance skills addresses performance anxiety (Blanchard & Acree, 2007; Campos, 2005; 
Davidson, 1970; Frederiksen, 1996; Haynie, 2007; Hickman, 2006; Radocy & Boyle, 2012; 
Sherman, 1979; Vizzutti, 1990). Some authors also offer their opinions on elements required 
during performance. For instance, Frederiksen (1996) outlines the categories necessary for a fine 
performance: pitch, color, and phrase (p.150). The selection of material is also of critical 
importance (Sherman, 1979).  
In my opinion, performance skills incorporate virtually every trumpet and non-trumpet 
specific skill. In order to perform successfully, there must be clear articulations, flexibility on the 
instrument, solid intonation, thoughtful phrasing, maneuverability across the range of the 
instrument, exact rhythm, mastery of technique, appropriate style, and exquisite tone. The 
performer must know his/her personal tendencies so that he/she is able to give a peak 
performance. Musicians must work together, have a knowledge of the literature, and listen to 
each other throughout the performance. Practice and preparation are integral components to 
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every performance. To perform successfully, these elements must all come together; to give a 
good performance is itself a demonstration of the student’s ability to traverse these important 
skills. 
Practice techniques. It is axiomatic that every musician must practice. Blanchard and 
Acree state, “There’s no way to improve on an instrument other than to faithfully practice” (p. 
70). The instruction and study of practice techniques is often a focal point of the applied lesson. 
Craswell (2010), Gipson (1978), Hickman (2006), Holly (2009), Sherman (1979), Vizzutti 
(1990) all stress the importance of a daily routine. Campos (2005) offers a variety of practice 
suggestions and approaches. Hickman (2006) also details various trumpet practice techniques.  
Various practice techniques have been studied by researchers. Barry and Hallam (2002) 
found that practice is more effective when musicians reflect on their thought processes, use 
mental practice in a goal-oriented manner, study scores, plan out practice sessions, demonstrate 
intrinsic motivation, and listen to strong examples (p. 151). In another study, Barry (2007) 
conducted an observational study comparing the practice techniques recommended in the applied 
lesson and the techniques employed by the student while practicing. Although teachers 
recommended a variety of different practice techniques, students utilized only a portion of these 
techniques. Expanding on Barry’s research, Carter (2010) found that students who engaged in 
conversation about practice techniques in their applied lessons exhibited the highest number of 
effective practice characteristics.  
Research skills. The ability to investigate music from the perspective of different 
disciplines, such as music theory and history, helps to inform the performance. Haddix (2012) 
advocates for the integration of music theory and history into the undergraduate applied lessons. 
Focusing on the incorporation of music theory into the applied trombone lesson, Haddix details 
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how applied teachers can make a deliberate effort to further their students’ understanding and 
development as complete musicians through the combination of theory and performance. Other 
pedagogues recommend the use of listening as a research tool. Dulin (2013) endorses the use of 
recordings both as background research before performing a work and to create a larger palate of 
aural concepts. The traditional score study and research on composers and musical styles are also 
valuable in the understanding and interpretation of music (Hickman, 2006). Research skills 
encompass many different techniques—from curriculum integration, to listening, to score 
study—all of which may benefit the development of the musician and the performance.  
Self-analysis skills. In recent years, discussion has intensified regarding career outcomes 
for music graduates. An increasing number of graduates are pursuing careers outside of 
performance and teaching (Beeching, 2010). Some colleges, universities, and conservatories 
have begun to address this developing issue by offering courses in entrepreneurship (Ricker, 
2011). In order to succeed in this constantly changing marketplace, however, “emerging 
professional musicians must understand their strengths and weaknesses” (Pike, 2015, para. 6). 
Beeching (2012) also identifies self-analysis as a trait that most successful musicians possess (p. 
39). For both the student learning excerpts in a practice room and the recent music graduate 
contemplating his/her career path, the ability to introspect and recognize one’s strengths and 
deficiencies is essential.  
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CHAPTER THREE 
METHODOLOGY 
Selected Methodology 
The aim of this study was to investigate undergraduate trumpet students’ perceptions of 
skills learned through the applied lesson, and to uncover any perceived variance in these skills 
due to degree program, length of study, and career goals. Data were collected via a web-based 
survey instrument. Survey methodology allowed for collection of data from a variety of 
respondents, whose direct responses addressed the research questions. See Appendix A for a 
copy of the survey. 
Subjects 
The participants in this study initially consisted of 152 respondents, of whom 89 were 
deemed qualified respondents, from 27 universities in 10 Midwestern states: Illinois, Indiana, 
Iowa, Kansas, Kentucky, Michigan, Minnesota, Missouri, Ohio, and Wisconsin. Using the 
National Center for Education Statistics College Navigator tool (http://nces.ed.gov/ 
collegenavigator/), 49 universities offering both undergraduate performance and music education 
degrees and with an undergraduate enrollment of at least 10,000 students were selected from 
these states.1 In order to protect each student’s anonymity, the trumpet professors at each 
institution were contacted via email and asked to distribute the survey web-link to their currently 
enrolled and recently graduated trumpet students. 152 students chose to participate in the survey, 
with 80 respondents submitting fully completed surveys.  
Survey Development 
The instrument developed for the present study, the Student Perceptions of 
Undergraduate Private Trumpet Lessons Survey includes 17 questions. These questions were 
                                                 
1 The University of Illinois at Urbana-Champaign was excluded from participation to prevent the 
appearance of any conflict of interest. 
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grouped into four sections: preliminary, background, trumpet specific-skills and non-trumpet 
specific skills (see Table 3.1, pp. 44-47).  
The preliminary questions served a gatekeeper function for the respondents, allowing for 
the automatic exclusion from the study of respondents who had just begun their undergraduate 
study and those who had completed their undergraduate study more than a year prior to survey 
completion.  
The background questions also gathered participant information on degree program, 
semesters of completed study, frequency and duration of lessons, number of instructors, career 
goals and stylistic focus of the lessons (i.e., classical or jazz).  
The trumpet specific skills questions asked participants about their desire to master, 
current skill level, and perceived importance of the following 11 skills: articulation/tonguing, 
flexibility/lip slurs, improvisation, intonation, phrasing, range, rhythm, scales/arpeggios, style, 
tone, and transposition. 
The non-trumpet specific skills questions asked participants about their desire to attain, 
current skill level, and perceived importance of the following 10 skills: audition skills, 
collaborative skills, knowledge of literature, listening skills, pedagogy skills, 
planning/scheduling skills, practice technique(s), performance skills, research skills, and self-
analysis skills.  
The survey instrument was created and disseminated using www.surveymonkey.com, 
which hosted data collection at 49 unique secure URLs (one per university) via encrypted 
SSL/TLS connections. 
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Research Question 1 
With respect to undergraduate applied trumpet students: (i) what skills do students want 
to master/attain; (ii) to what extent do students perceive they have attained these skills; and (iii) 
what level of importance do students place on these skills? 
Skills learned within the undergraduate applied trumpet lesson, were separated into two 
categories: trumpet specific skills and non-trumpet specific skills. Trumpet specific skills 
included are skills that can be demonstrated on the instrument. In contrast, the non-trumpet 
specific skills are skills that can be demonstrated both on and/or away from the trumpet. For 
example, articulation/tonguing skills are categorized under trumpet specific skills, as articulation 
cannot be demonstrated away from the trumpet. Performance skills, however, encompass both 
the physical ability to play the instrument, as well as the mental stamina, stage presence, and 
experience necessary to give a successful performance and are therefore categorized under non-
trumpet specific skills. Trumpet specific skills include, articulation/tonguing, flexibility/lip slurs, 
improvisation, intonation, phrasing, range, rhythm, scales/arpeggios, style, tone and 
transposition. The non-trumpet specific skills are audition skills, collaborative skills, knowledge 
of literature, listening skills, pedagogy skills, performance skills, planning/scheduling skills, 
practice techniques, research skills, and self-analysis skills.  In order to limit the survey’s length 
and to facilitate its completion by the respondents, as recommended by Dillman, Smyth and 
Christian (2009) only the skills listed above were included in the survey. To account for any 
skills omitted from this non-exhaustive list, the skill-based survey questions offered participants 
the opportunity to list other skills they felt should be included in the survey. 
Using the same trumpet specific and non-trumpet specific sets of skills, participants were 
asked to rate their perceived ability in each skill on a five point scale from beginner (1) to expert 
(5). Students’ responses to these questions provided meaningful insight into the students’ 
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perceptions of their abilities. Participants were next asked to rate their perceived level of 
importance for each trumpet specific and non-trumpet specific skill on a five point scale from 
least important (1) to most important (5). These questions allowed students to record their 
perception of the importance of each skill. These data can provide valuable insight to instructors, 
whose perceived importance of each skill may vary from their students, and may influence 
student practice and progress. 
Research Question 2 
Do undergraduate applied trumpet students’ perceptions differ based upon major, 
semesters of study, and/or career goals? 
To facilitate the analysis of these variables, participants were asked a series of eight 
background questions to ascertain their degree program, the number of completed semesters of 
study, and their career goals. Participants chose from the following degree programs: Bachelor of 
Music Education, Bachelor of Music Performance, Bachelor of Arts in Music, Bachelor of 
Arts/Bachelor of Science (non-music major), or other (Masters or Doctorate Degree). 
Participants who selected “other” were directed to an additional question regarding their 
undergraduate graduation date. Those participants who completed their bachelor’s degree prior 
to fall 2013 were excluded from further participation in the survey. Participants were then asked 
how many semesters of undergraduate private lessons they have completed by selecting from the 
following options: less than one semester, 1-2 semesters, 3-4 semesters, 5-6 semesters, 7-8 
semesters, or 9 or more semesters. Respondents who had not completed at least one full semester 
of lessons were also excluded from further participation in the survey. 
Once the desired population of participants was obtained, remaining respondents were 
asked to provide a short response (limit of 500 characters) to the question, “What are your career 
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goals?”2 These background questions put the respondents into context, and provide the necessary 
data for an analysis based on these demographics.  
The respondents’ desire to master or attain the 21 trumpet and non-trumpet specific skills 
were then compared on the basis of the following three demographic factors: degree program, 
length of study, and career goals. Participants’ responses about their perceived level of mastery 
were also compared based on these demographic factors. Participants’ perceived level of 
importance for each skill were likewise compared on the basis of these demographic factors. 
These comparisons allowed the researcher to quantitatively analyze the survey responses on the 
basis of key demographic considerations. 
See Table 3.1 for the list of survey questions, possible responses, corresponding research 
question, and an explanation of for question. 
Table 3.1: Survey Questions, Responses, Research Questions and Explanations 
Survey Question Response Choices RQ Section/Explanation 
Please select from the 
following options. 
-I have read and understand the 
contents of this form and agree 
to participate in this study. 
-I prefer NOT to participate in 
this study. 
 Informed consent 
Are you 18 years of 
age or older? 
-Yes 
-No 
 Consent of adult participant 
What degree 
program(s) are you 
currently enrolled in? 
-Bachelor of Music Education 
-Bachelor of Music 
Performance 
-Bachelor of Arts in Music 
-Bachelor of Arts or Bachelor 
of Science (non-music major) 
-Other (Master of Music or 
Doctorate Degree) 
2 Background and 
preliminary.  
  
                                                 
2 Respondents were also asked about the number of instructors they had, the duration and 
frequency of their lessons, and the stylistic focus of their lessons. The results obtained from these 
demographic questions are not presented in this study.  
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Table 3.1 (cont.) 
Survey Question Response Choices RQ Section/Explanation 
When did you 
graduate with your 
bachelor’s degree? 
-Spring 2014 
-Fall 2013 
-Other (please specify) 
 Preliminary. Master of 
Music and Doctoral students 
were excluded from the 
survey if they completed 
their undergraduate degree 
more than 1 year prior to 
survey participation. 
How many semesters 
of undergraduate 
private lessons have 
you completed? 
-Less than one semester 
-1-2 semesters 
-3-4 semesters 
-5-6 semesters 
-7-8 semesters 
-9 or more semesters 
2 Background and 
preliminary. Students who 
had not completed one full 
semester of undergraduate 
lessons were excluded from 
survey participation.  
In that time, how 
many private trumpet 
teachers have you 
had through your 
college/university? 
-1 
-2 
-3 
-4 or more (please specify) 
 Background 
How many minutes 
is/was your typical 
private lesson 
scheduled for? 
-30 minutes 
-50 minutes 
-60 minutes 
-90 minutes 
-120 minutes 
-Other (please specify) 
 Background 
How frequent were 
your private lessons? 
-Once per week 
-Once every other week 
-Other (please specify) 
 Background 
Did your lessons 
primarily focus on 
classical or jazz? 
-Classical 
-Jazz 
 Background 
What are your career 
goals? 
(open response) 2 Background 
What specific 
technical trumpet 
skills do/did you 
hope to master prior 
to your undergraduate 
graduation? 
-Scales/Arpeggios 
-Tone 
-Intonation 
-Rhythm 
-Improvisation 
-Phrasing 
-Range 
-Style 
-Flexibility/Lip Slurs  
-Articulation/Tonguing 
-Transposition 
-Other (please specify) 
1, 2 Trumpet specific skills. The 
specified skills were 
randomly presented to each 
participant to avoid potential 
bias resulting from listing 
certain skills before or after 
others.  
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Table 3.1 (cont.) 
Survey Question Response Choices RQ Section/Explanation 
To what extent have 
you attained the 
following trumpet 
skills at this point in 
your education? 
Using a 5 point Likert-type 
rating scale, from 1 (Beginner) 
to 5 (Expert) participants rated 
their abilities in each of the 
skills listed in the previous 
question. 
1, 2 Trumpet specific skills. The 
specified skills were 
randomly presented to each 
participant to avoid potential 
bias resulting from listing 
certain skills before or after 
others. 
In your opinion, what 
is the importance of 
each technical 
trumpet skill? 
Using a 5 point Likert-type 
rating scale, from 1 (Least 
Important) to 5 (Most 
Important) participants rated 
their abilities in each of the 
skills listed in the previous two 
questions. 
1, 2 Trumpet specific skills. The 
specified skills were 
randomly presented to each 
participant to avoid potential 
bias resulting from listing 
certain skills before or after 
others. 
What non-trumpet 
specific skills do/did 
you hope to acquire 
prior to your 
undergraduate 
graduation? 
-Collaborative skills (ability to 
work well with others) 
-Listening skills 
-Practice technique(s) 
-Audition skills 
-Performance skills 
-Knowledge of literature 
-Research skills 
-Planning/Scheduling skills 
-Self-analysis skills (knowing 
your strengths and weaknesses) 
-Pedagogy (teaching) skills 
-Other (please specify) 
1, 2 Non-trumpet specific skills. 
The specified skills were 
randomly presented to each 
participant to avoid potential 
bias resulting from listing 
certain skills before or after 
others. 
To what extent have 
you attained the 
following non-
trumpet specific 
skills? 
Using a 5 point Likert-type 
rating scale, from 1 (Beginner) 
to 5 (Expert) participants rated 
their abilities in each of the 
skills listed in the previous 
question. 
1, 2 Non-trumpet specific skills. 
The specified skills were 
randomly presented to each 
participant to avoid potential 
bias resulting from listing 
certain skills before or after 
others. 
In your opinion, what 
is the importance of 
each non-trumpet 
specific skill? 
Using a 5 point Likert-type 
rating scale, from 1 (Least 
Important) to 5 (Most 
Important) participants rated 
their abilities in each of the 
skills listed in the previous 
question. 
1, 2 Non-trumpet specific skills. 
The specified skills were 
randomly presented to each 
participant to avoid potential 
bias resulting from listing 
certain skills before or after 
others. 
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Table 3.1 (cont.) 
Survey Question Response Choices RQ Section/Explanation 
Do you want to 
participate in the 
drawing for one of 
two $50 amazon.com 
gift cards? 
-No, thanks 
-Yes, please! (You must 
provide your email address 
below) 
 Incentive 
 
Procedures 
The research protocol, survey instrument, initial communications to instructors from the 
49 selected universities, and all consent language were reviewed by the University of Illinois 
Institutional Review Board on September 20, 2014 (Protocol Number 15147; Appendix B). The 
study was determined to meet the criteria for exempt research and the need for written informed 
consent was waived.  
After compiling the list of universities using the protocol discussed above, email 
addresses for each university’s trumpet instructor(s) were obtained through publicly accessible 
websites. Rather than contacting participants directly, participants were recruited via an email 
from their applied trumpet instructor. This eliminated the need for access to students’ education 
records and subsequent requirements of the Family Educational Rights and Privacy Act 
(FERPA). In addition, recruiting participants through their trumpet instructor provided an 
additional level of protection for participant anonymity, as the researcher had no direct contact 
with participants throughout the recruitment process.  
The trumpet instructors received an email on Monday, September 29, 2014 (Appendix C) 
inviting their students to participate in the research study. At the end of the email was a pre-
written email inviting students to participate for each instructor to distribute via email to the 
trumpet students. Each university was assigned a unique web-link in order to aid in data 
management and collection. However, as the web-link connected only to the survey and not its 
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results, instructors had no record of student participation. This mechanism was employed to 
protect student participants from the possibility of instructor retaliation for participation or lack 
of participation in the research study.  
One week after the initial email was sent to the instructors, a follow-up email was sent to 
non-responsive instructors. The survey web-links were disabled on October 15, 2014, sixteen 
days after the initial email contact. 27 of the 49 target schools participated in the survey, 
resulting in a participation rate of 55.1%. 
The survey procedures followed the tailored design method, which considers the survey 
process holistically and urges customization of each survey situation based on knowledge of the 
topic, types of respondents, and time constraints (Dillman et al., 2009). In addition, the tailored 
design method views the survey as a social exchange and encourages efforts to establish trust, 
increase the benefits of participation, and decrease the cost of participation. Evidence of the 
tailored design method can be found in the following procedures employed in the construction 
and dissemination of this survey: 
 Sending emails from a university account, and using the same account for all 
communications with faculty (p. 286) 
 Personalizing the salutation (p. 237) 
 Sending individual emails opposed to CC or BCC emails (p. 285) 
 Referencing University of Illinois at Urbana-Champaign affiliation (p. 28) 
 Saying “thank you” (p. 38) 
 Ensuring confidentiality (p. 28)  
 Offering tangible rewards (p. 38) 
 Facilitating convenience of participation/response (p. 38) 
 Creating a short and easy to complete survey (p. 38) 
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 Minimizing requests for personal information (p. 38) 
Limitations of the Study 
The target population was limited to current students and recent graduates of Midwestern 
universities with a minimum undergraduate enrollment of 10,000 students. The pool of 
respondents was further limited by whether the contacted trumpet instructors actively use email, 
communicate via email with their students, and chose to forward survey participation 
information to their students. The study population was also potentially limited to students who 
use and are accustomed to receiving information via email. 
Perhaps the most significant limitation of the study is the difficulty in separating different 
musical skills from one another. For example, rhythm, tone, phrasing, style, intonation, 
articulation, and flexibility all intertwine in a musical performance. It is impossible to have tone 
without intonation, and phrasing without style. However, just because these elements join 
together in a performance, does not mean they are inextricably linked. A trumpeter with a 
beautiful tone can be out-of-tune, just as a superb phrase can be delivered in an inappropriate 
style. Although the expert combination of the individual skills surveyed is essential for students 
and performers, rigorous study of the skills learned in the private lesson benefits from their 
separation. 
A pilot survey may have uncovered any technical issues with survey dissemination, 
completion, and/or problems with question wording/respondent comprehension. While a pilot 
survey was not conducted, no known technical problems arose in the dissemination or 
completion of this survey. Further, although it was generally expected that undergraduate applied 
music students would know and understand the terms used in the survey (with the possible 
exception of terms defined in the survey), a pilot survey may have revealed differences in 
interpretation of terms or phrases among students. These differences could potentially have 
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affected the results obtained. If necessary, additional research could ensure that terms and 
definitions are understood and interpreted uniformly.  
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CHAPTER FOUR 
RESULTS 
The results of this study are presented in two main sections. The first section reports the 
skills covered within the undergraduate applied trumpet lesson, focusing on skills that students 
desired to master/attain, students’ self-reported ability, and students’ perceived importance of 
these skills (research question 1). The second section examines students’ responses through the 
lens of major, length of study, and career goals (research question 2). 
Skills in Undergraduate Applied Trumpet Lessons 
Students completing the survey responded to a series of six questions pertaining to skills 
frequently covered in undergraduate applied trumpet lessons. These skills were separated into 
two groups: trumpet specific skills and non-trumpet specific skills. Trumpet specific skills are 
skills that can only be demonstrated on the instrument: articulation/tonguing, flexibility/lip slurs, 
improvisation, intonation, phrasing, range, rhythm, scales/arpeggios, style, tone, and 
transposition. Non-trumpet specific skills are skills that can be demonstrated both on and/or 
away from the trumpet. The non-trumpet specific skills are audition skills, collaborative skills, 
knowledge of literature, listening skills, pedagogy skills, planning/scheduling skills, performance 
skills, practice techniques, research skills, and self-analytic skills. Each respondent could write-
in additional skills under an included “other” category, if the respondent believed that a relevant 
skill was not listed. Subjects supplied the following additional skills: lead trumpet playing, 
endurance, multiple tonguing, embouchure, ease of playing, air flow, lack of tension, 
anxiety/adrenaline, sight-reading, and solo repertoire. Upon evaluation, these additional skills 
were deemed to be included in the study as components of range, style, articulation/tonguing, 
tone, performance skills and knowledge of literature. 
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Desired Mastery of Trumpet Specific Skills 
Qualified respondents (N = 85) most wanted to master articulation/tonguing (n = 71) and 
tone (n = 70) prior to undergraduate graduation. The least desired skills were transposition 
(n = 49) and improvisation (n = 32). See Table 4.1 for a complete listing of all trumpet specific 
skills. 
Table 4.1: Respondents Desiring to Master Trumpet Specific Skills 
Skill n 
Percentage of 
Respondents  
Articulation/Tonguing 71 83.5 
Tone 70 82.4 
Range 64 75.3 
Flexibility/Lip Slurs 63 74.1 
Phrasing 61 71.8 
Style 60 70.6 
Intonation 59 69.4 
Rhythm 58 68.2 
Scales/Arpeggios 56 65.9 
Transposition 49 57.6 
Improvisation 32 37.6 
 
Desired Acquisition of Non-Trumpet Specific Skills 
Qualified respondents (N = 84) most desired to acquire performance skills (n = 79) and 
practice techniques (n = 76) prior to undergraduate graduation. The least desired skills were 
planning/scheduling skills (n = 44) and research skills (n = 24). See Table 4.2 for a complete 
listing of all non-trumpet specific skills.  
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Table 4.2: Respondents Desiring to Acquire Non-Trumpet Specific Skills 
Skill n 
Percentage of 
Respondents 
Performance Skills 79 94.0 
Practice Techniques 76 85.4 
Self-Analytic Skills 67 79.8 
Audition Skills 63 75.0 
Listening Skills 63 75.0 
Pedagogy Skills 59 70.2 
Collaborative Skills 55 65.5 
Knowledge of Literature 55 65.5 
Planning/Scheduling Skills 44 52.4 
Research Skills 24 28.6 
 
Self-Reported Skill Level for Trumpet Specific Skills 
Respondents rated the extent to which they have attained each skill using a five-point 
Likert-type scale from 1 (beginner) to 5 (expert), with 3 representing novice. For the 11 skills 
categorized as trumpet specific, the mean skill level was 3.58 (SD = 0.85). The mean self-
reported ability and standard deviation for each skill is listed in Table 4.3. 
Table 4.3: Self-Reported Skill Level—Trumpet Specific Skills 
Skill Mean SD N 
Tone 4.11 0.792 84 
Rhythm 3.96 0.761 82 
Intonation 3.82 0.829 83 
Scales/Arpeggios 3.80 0.861 84 
Style 3.78 0.782 83 
Range 3.77 0.700 84 
Phrasing 3.71 0.725 83 
Flexibility/Lip Slurs 3.61 0.878 84 
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Table 4.3 (cont.) 
Skill Mean SD N 
Articulation/Tonguing 3.60 0.778 84 
Transposition 2.96 1.092 84 
Improvisation 2.29 1.059 84 
 
The two skills with the lowest self-reported ability and widest standard deviation were 
improvisation and transposition, which echoes the results in the previous section, where 
improvisation and transposition were the least desired skills for mastery. 
Self-Reported Skill Level for Non-Trumpet Specific Skills 
Using the same five-point Likert-type scale from 1 (beginner) to 5 (expert), with 3 
representing novice, qualified respondents rated the extent that they had attained 10 non-trumpet 
specific skills. For the 10 skills designated as non-trumpet specific, the mean skill rating was 
3.65 (SD = 0.91). The mean and standard deviation for each skill is listed in Table 4.4. 
Table 4.4: Self-Reported Skill Level—Non-Trumpet Specific Skills 
Skill Mean SD N 
Collaborative Skills 4.20 0.802 80 
Self-Analytic Skills 4.01 0.859 81 
Planning/Scheduling Skills 3.94 0.940 81 
Listening Skills 3.86 0.862 81 
Practice Techniques 3.80 0.797 81 
Performance Skills 3.70 0.679 81 
Audition Skills 3.40 0.931 81 
Pedagogy Skills 3.37 1.030 81 
Knowledge of Literature 3.23 0.978 81 
Research Skills 2.94 1.122 81 
 
The skill category with the lowest average rating and widest standard deviation was 
research skills, which is consistent with the previous section in which respondents identified 
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research skills as the non-trumpet specific skill that they least desired to attain. Notably, all but 
one skill had an average rating of 3.0 or higher.  
Importance Rating of Trumpet Specific Skills 
Qualified respondents rated each trumpet specific skill on a five point Likert-type scale 
from 1 (least important) to 5 (most important), with 3 labeled as somewhat important. For the 11 
trumpet specific skills, the average importance was rated at 4.26 (SD = 0.76). Tone and 
intonation ranked highest in importance with the narrowest standard deviation, while 
transposition and improvisation ranked lowest, with the widest standard deviation.  
Table 4.5: Importance Rating—Trumpet Specific Skills 
Skill Mean  SD N 
Tone 4.89 0.313 83 
Intonation 4.74 0.494 84 
Rhythm 4.72 0.477 83 
Phrasing 4.63 0.673 84 
Style 4.61 0.515 84 
Articulation/Tonguing 4.58 0.585 84 
Flexibility/Lip Slurs 4.24 0.790 83 
Scales/Arpeggios 4.07 0.902 84 
Range 3.68 0.830 82 
Transposition 3.68 1.099 84 
Improvisation 3.00 1.148 83 
 
Importance Rating of Non-Trumpet Specific Skills 
Using the same five point Likert-type scale from 1 (least important) to 5 (most 
important), with 3 labeled as somewhat important, qualified respondents rated the importance of 
each non-trumpet specific skill. For the 10 non-trumpet specific skills, the average importance 
was rated at 4.28 (SD = 0.80). Self-analytic skills, defined as, “knowing your strengths and 
weaknesses,” practice techniques, and performance skills ranked highest in importance with the 
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smallest standard deviation, while pedagogy and research skills ranked lowest with the widest 
standard deviation. 
Table 4.6: Importance Rating—Non-Trumpet Specific Skills 
Skill Mean  SD N 
Self-Analytic Skills 4.68 0.585 82 
Practice Techniques 4.66 0.633 82 
Performance Skills 4.64 0.577 81 
Listening Skills 4.62 0.641 82 
Collaborative Skills 4.45 0.705 82 
Planning/Scheduling Skills 4.26 0.858 82 
Audition Skills 4.22 0.802 82 
Knowledge of Literature 4.02 0.831 82 
Pedagogy Skills 3.98 1.018 82 
Research Skills 3.23 1.147 82 
 
Desired Mastery and Self-Reported Skill Level for Trumpet Specific Skills 
Independent samples t-tests were run to determine whether there is a difference in self-
reported skill levels between the groups of students who desire to master the 11 trumpet specific 
skill and those who do not.1 For two skills, improvisation (no desired mastery: M = 2.08, SD = 
0.935; desired mastery: M = 2.66, SD = 1.153; t(81) = -2.503, p = 0.014; with an eta squared of 
0.072) and tone (no desired mastery: M = 4.62, SD = 0.650; desired mastery: M = 4.04, SD = 
0.740; t(81) = 2.574, p = 0.012; with an eta squared of 0.076), a significant difference between 
the self-reported skill level means was found. Students who do not desire to master 
improvisation have a significantly lower self-reported skill level in improvisation than those 
students who do desire to master the skill. Conversely, students who do not desire to master tone 
                                                 
1 An independent samples t-test compares the means of different groups. In this case, the groups 
compared were students who want to master a skill and those who do not. 
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have a significantly higher self-reported skill level in tone than those do desire to master the 
skill.  
For the remaining nine trumpet specific skills, no significant difference in self-reported 
skill level was found between the group of students who desire to master the skill and those who 
do not, as follows: articulation/tonguing (no desired mastery: M = 3.38, SD = 0.870; desired 
mastery: M = 3.66, SD = 0.740; t(81) = -1.187, p = 0.239); flexibility/lip slurs (no desired 
mastery: M = 3.85, SD = 0.875; desired mastery: M = 3.56, SD = 0.857; t(81) = 1.332, p = 
0.187); intonation (no desired mastery: M = 3.92, SD = 0.812; desired mastery: M = 3.79, SD = 
0.840; t(80) = 0.654, p = 0.515); phrasing (no desired mastery: M = 3.61, SD = 0.783; desired 
mastery: M = 3.73, SD = 0.691; t(80) = -0.681, p = 0.498); range (no desired mastery: M = 3.95, 
SD = 0.826; desired mastery: M = 3.75, SD = 0.621; t(81) = 1.178, p = 0.242); rhythm (no 
desired mastery: M = 4.00, SD = 0.722; desired mastery: M = 3.95, SD = 0.789; t(79) = 0.281, p 
= 0.780); scales/arpeggios (no desired mastery: M = 4.04, SD = 0.881; desired mastery: M = 
3.69, SD = 0.836; t(81) = -1.745, p = 0.085); style (no desired mastery: M = 3.91, SD = 0.684; 
desired mastery: M = 3.75, SD = 0.816; t(80) = 0.815, p = 0.417); and transposition (no desired 
mastery: M = 2.74, SD = 1.109; desired mastery: M = 3.10, SD = 1.065; t(81) = -1.516, p = 
0.133).  
Desired Acquisition and Self-Reported Skill Level for Non-Trumpet Specific Skills 
Independent samples t-tests were run to determine whether there is a difference in self-
reported skill levels between the groups of students who desire to acquire the 10 non-trumpet 
specific skills and those student who do not. For five skills—audition skills, knowledge of 
literature, listening skills, pedagogy skills, and research skills—significant differences were 
identified in the means between the two groups. In four of these skills—audition skills, 
knowledge of literature, pedagogy skills and research skills—the average self-reported skill level 
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was significantly lower for the group of students not desiring to acquire the skills. In contrast, 
students not desiring to acquire listening skills self-reported a significantly higher skill level than 
those students wanting to acquire the skills. See Table 4.7 for a complete listing of significant 
results. 
Table 4.7: Desired Acquisition and Self-Reported Skill Level—Non-Trumpet Specific Skills 
Skill  
No Desired 
Acquisition 
Desired 
Acquisition df t Sig. 
eta 
squared 
Mean SD Mean SD 
Audition Skills 3.05 1.024 3.52 0.873 79 -2.025 0.046 0.049 
Knowledge of 
Literature 
2.93 
1.072 
3.39 
0.899 79 -2.048 0.044 0.050 
Listening Skills 4.20 0.696 3.75 0.888 79 2.046 0.044 0.059 
Pedagogy Skills 2.96 1.301 3.54 0.847 79 -2.405 0.019 0.068 
Research Skills 2.67 1.066 3.61 0.988 79 -3.636 0.000 0.143 
 
No significant difference was observed in the self-reported skill level means for the 
remaining five non-trumpet specific skill, as follows: collaborative skills (no desired mastery: M 
= 4.19, SD = 0.834; desired mastery: M = 4.21, SD = 0.793; t(78) = -0.117, p = 0.907); 
performance skills (no desired mastery: M = 3.60, SD = 0.548; desired mastery: M = 3.71, SD = 
0.689; t(79) = -0.351, p = 0.727); planning/scheduling skills (no desired mastery: M = 3.74, SD = 
1.032; desired mastery: M = 4.12, SD = 0.823; t(70.62) = -1.814, p = 0.074); practice techniques 
(no desired mastery: M = 3.43, SD = 0.976; desired mastery: M = 3.84, SD = 0.777; t(19.12) =  
-1.304, p = 0.196); and self-analytic skills (no desired mastery: M = 4.00, SD = 1.109; desired 
mastery: M = 4.02, SD = 0.800; t(19.12) = -0.053, p = 0.958).  
Desired Mastery and Importance Rating of Trumpet Specific Skills 
Independent samples t-tests were run to determine whether there is a difference in mean 
importance ratings between the groups of students who desire to master the 11 trumpet specific 
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skills and those who do not. For four skills—improvisation, range, scales/arpeggios, and 
transposition—a significant difference in the mean importance rating was observed between 
those students who want to master the skill and those who do not. See Table 4.8 for a complete 
listing of significant results. 
Table 4.8: Desired Mastery and Importance Rating—Trumpet Specific Skills 
Skill 
No Desired 
Mastery 
Desired Mastery 
df t Sig. 
eta 
squared 
Mean SD Mean SD 
Improvisation 2.70 1.055 3.50 1.136 80 -3.251 0.002 0.117 
Range 3.30 0.865 3.84 0.757 79 -2.654 0.010 0.082 
Scales/Arpeggios 3.64 0.911 4.33 0.771 81 -3.593 0.001 0.137 
Transposition 3.29 1.219 3.92 0.932 81 -2.643 0.010 0.079 
 
No significant difference was observed in the importance means for the remaining seven 
trumpet specific skills, as follows: articulation/tonguing (no desired mastery: M = 4.54, SD = 
0.519; desired mastery: M = 4.59, SD = 0.602; t(81) = -0.265, p = 0.792); flexibility/lip slurs (no 
desired mastery: M = 4.05, SD = 0.848; desired mastery: M = 4.32, SD = 0.758; t(80) = -1.298, p 
= 0.198); intonation (no desired mastery: M = 4.68, SD = 0.557; desired mastery: M = 4.76, SD = 
0.471; t(81) = -0.660, p = 0.511); phrasing (no desired mastery: M = 4.61, SD = 0.499; desired 
mastery: M = 4.63, SD = 0.736; t(81) = -0.148, p = 0.883); rhythm (no desired mastery: M = 
4.68, SD = 0.557; desired mastery: M = 4.74, SD = 0.444; t(80) = -0.493, p = 0.623); style (no 
desired mastery: M = 4.57, SD = 0.507; desired mastery: M = 4.62, SD = 0.524; t(81) = -0.404, p 
= 0.687); and tone (no desired mastery: M = 4.92, SD = 0.289; desired mastery: M = 4.89, SD = 
0.320; t(80) = 0.313, p = 0.520).  
Desired Acquisition and Importance Rating of Non-Trumpet Specific Skills 
Independent samples t-tests were run to determine whether there is a difference in mean 
importance ratings between the groups of students who desire to acquire each of the ten non-
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trumpet specific skills and those who do not. For three non-trumpet specific skills—audition 
skills, pedagogy skills, and research skills—a significant difference in the mean importance 
rating was observed between those students who desire to acquire these skills and those who do 
not. See Table 4.9 for a complete listing of significant results. 
Table 4.9: Desired Acquisition and Importance Rating—Non-Trumpet Specific Skills 
Skill  
No Desired 
Acquisition 
Desired 
Acquisition df t Sig. 
eta 
squared 
Mean SD Mean SD 
Audition Skills 3.86 0.910 4.34 0.728 80 -2.477 0.015 0.071 
Pedagogy Skills 3.21 1.179 4.29 0.749 30.99 -4.173 0.000 0.179 
Research Skills 2.97 1.033 3.91 1.164 80 -3.597 0.001 0.139 
 
No significant difference was observed in the importance means for the remaining seven 
non-trumpet specific skills, as follows: collaborative skills (no desired mastery: M = 4.32, SD = 
0.670; desired mastery: M = 4.52, SD = 0.720; t(80) = -1.203, p = 0.232); knowledge of 
literature (no desired mastery: M = 3.86, SD = 0.970; desired mastery: M = 4.11, SD = 0.744; 
t(43.89) = -1.212, p = 0.232); listening skills (no desired mastery: M = 4.38, SD = 0.805; desired 
mastery: M = 4.70, SD = 0.558; t(26.93) = -1.709, p = 0.099); performance skills (no desired 
mastery: M = 4.20, SD = 0.837; desired mastery: M = 4.67, SD = 0.551; t(79) = -1.793, p = 
0.077); planning/scheduling skills (no desired mastery: M = 4.10, SD = 0.912; desired mastery: 
M = 4.40, SD = 0.791; t(80) = -1.557, p = 0.123); practice techniques (no desired mastery: M = 
4.13, SD = 1.356; desired mastery: M = 4.72, SD = 0.483; t(7.19) = -1.225, p = 0.259); and self-
analytic skills (no desired mastery: M = 4.44, SD = 0.727; desired mastery: M = 4.74, SD = 
0.535; t(19.12) = -1.576, p = 0.131). 
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Self-Reported Skill Level and Importance Rating: Trumpet Specific Skills 
In order to determine if self-reported skill levels and corresponding importance ratings 
are related, correlations were run.2 A small positive relationship between the self-reported skill 
level and importance at the p < 0.05 level was observed for the trumpet specific skills of lip 
slurs/flexibility, intonation, and transposition. See Table 4.10 for a complete listing of significant 
results. 
Table 4.10: Self-Reported Skill Level and Importance Rating—Trumpet Specific Skills 
Skill 
Pearson’s 
Coefficient (r) 
Significance 
(two-tailed)  
N 
Coefficient of 
Determination (𝒓𝟐) 
Flexibility/Lip Slurs 0.275 0.012 83 0.076 
Intonation 0.246 0.025 83 0.061 
Transposition 0.221 0.043 84 0.048 
 
No significant correlation was found at the p < 0.05 level for the eight remaining trumpet 
specific skills, as follows: articulation/tonguing (r = 0.181; n = 84; p = 0.100); improvisation (r = 
0.141; n = 83; p = 0.204); phrasing (r = 0.058; n = 83; p = 0.602); range (r = 0.021; n = 82; p = 
0.851); rhythm (r = 0.118; n = 81; p = 0.295); scales/arpeggios (r = 0.127; n = 84; p = 0.248); 
style (r = 0.214; n = 83; p = 0.052); and tone (r = 0.048; n = 83; p = 0.668). 
Self-Reported Skill Level and Importance Rating: Non-Trumpet Specific Skills 
Correlations between self-reported skill level and importance were also run for non-
trumpet specific skills. As set forth in Table 4.11, positive correlations were observed in nine of 
the 10 non-trumpet specific skills. 
  
                                                 
2A correlation is a measure of the linear relationship between two continuous variables. 
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Table 4.11: Self-Reported Skill Level and Importance Rating—Non-Trumpet Specific 
Skills 
Skill 
Pearson’s 
Coefficient (r) 
Significance 
(two-tailed) 
N 
Coefficient of 
Determination (𝒓𝟐) 
Pedagogy Skills 0.502 0.000* 81 0.252 
Planning/Scheduling 
Skills 
0.499 0.000* 81 0.249 
Research Skills 0.461 0.000* 81 0.213 
Collaborative Skills 0.351 0.001* 80 0.123 
Performance Skills 0.343 0.002* 80 0.118 
Knowledge of 
Literature 
0.271 0.013 81 0.073 
Self-Analytic Skills 0.256 0.021 81 0.066 
Listening Skills 0.243 0.029 81 0.059 
Practice Techniques 0.234 0.036 81 0.055 
*Correlation is significant at the 0.01 level (two-tailed) 
 
The skills with the largest correlation between importance and self-reported skill level 
were pedagogy skills, planning/scheduling skills, and research skills. These skills all have 𝑟2 
values above 0.20, meaning that the more than 20% of the variance between importance and self-
reported skill level is due to the relationship between these two variables.  
Only one non-trumpet specific skill, audition skills (r = 0.189; n = 81; p = 0.091) did not 
demonstrate a significant and positive correlation between importance and self-reported skill 
level. 
Demographic Differences between Respondents 
Each respondent answered a series of demographic questions examining degree program, 
semesters of study, number of applied instructors, duration and frequency of lesson, stylistic 
focus, and career goals. Most respondents (N = 88) reported a lesson duration of 60 minutes 
(53.4%; n = 47), followed by 50 minutes (26.1%; n = 23), 30 minutes (15.9%; n = 14), 40 
minutes (3.4%, n = 3) and 90 minutes (1.1%; n = 1). The vast majority of respondents reported 
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weekly lessons (97.7%; n = 86), while 2 respondents (2.3%) had lessons on a less regular basis. 
Respondents’ predominant stylistic lesson focus was classical (98.9%; n = 87), with only one 
respondent (1.1%) reporting a jazz focus.  
The remaining demographics of degree program, semesters of study, number of applied 
instructors, and career goals are discussed in more detail below. 
Degree Program 
A majority of respondents were enrolled in a Bachelor of Music Education degree 
program (40.4%; n = 36), followed by the Bachelor of Music Performance degree program 
(23.6%; n = 21), the Master of Music degree program (13.5%; n = 12), a non-music degree 
program (11.2%; n = 10), and the Bachelor of Arts in Music degree program (4.5%; n = 4). Six 
respondents were excluded from the degree program analysis due to reported enrollment in dual 
degree programs (6.7%).  
For analytical purposes, the degree program data were condensed into three categories: 
Bachelor of Music Education (BME) (43.4%; n = 36), Bachelor of Music Performance (BMP) 
(39.8%; n = 33), and Bachelor of Arts or Science (BAS) (16.9%; n = 14). The Master of Music 
respondents were combined with the BMP respondents due to the fact that no applied lessons are 
required of those students pursuing a graduate degree in music education or in non-music fields. 
Desired mastery of trumpet specific skills and degree program. The desire to master 
two trumpet specific skills, improvisation and transposition, varied significantly by degree 
program. A chi-square for independence3 revealed a significant, medium association (Pallant, 
2010) between the desire to master improvisation and degree program (χ2 (2, n = 79) = 6.064; p 
= 0.048; Cramer’s V. = 0.277). A chi-square for independence revealed a significant, large 
                                                 
3 A chi-square for independence examines the independence of two variables by comparing the 
observed frequencies in each category with the expected frequencies in the absence of an 
association between the two variables. 
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association (Pallant, 2010) between the desire to master transposition and degree program (χ2 (2, 
n = 79) =11.065; p = 0.004; Cramer’s V. = 0.374). 
The desire to master the other nine trumpet specific skills did not vary significantly by 
degree program, as follows: articulation/tonguing (χ2 (2, n = 79) = 0.817; p = 0.665); 
flexibility/lip slurs (χ2 (2, n = 79) = 1.502; p = 0.472); intonation (χ2 (2, n = 79) = 0.558; p = 
0.757); phrasing (χ2 (2, n = 79) = 1.905; p = 0.386); range (χ2 (2, n = 79) = 2.721; p = 0.257); 
rhythm (χ2 (2, n = 79) = 0.843; p = 0.656); scales/arpeggios (χ2 (2, n = 79) = 1.742; p = 0.419); 
style (χ2 (2, n = 79) = 0.805; p = 0.669); and tone (χ2 (2, n = 79) = 3.709; p = 0.157).  
Desired acquisition of non-trumpet specific skills and degree program. The desire to 
acquire two non-trumpet specific skills, audition and pedagogy skills, varied significantly by 
degree program. A chi-square for independence revealed a significant medium association 
between the desire to acquire audition skills and degree program (χ2 (2, n = 78) = 6.049; p = 
0.049; Cramer’s V. = 0.278). A chi-square for independence revealed a significant large 
association between the desire to acquire pedagogy skills and degree program (χ2 (2, n = 78) = 
13.054; p = 0.001; Cramer’s V. =0.409). 
The desire to acquire the other eight non-trumpet specific skills did not vary significantly 
by degree program, as follows: collaboration skills (χ2 (2, n = 78) = 1.661; p = 0.436); 
knowledge of literature (χ2 (2, n = 78) = 0.892; p = 0.640); listening skills (χ2 (2, n = 78) = 0.958; 
p = 0.619); performance skills (χ2 (2, n = 78) = 0.932; p = 0.628); planning/scheduling skills (χ2 
(2, n = 78) = 1.334; p = 0.513); practice techniques (χ2 (2, n = 78) = 0.726; p = 0.696); research 
skills (χ2 (2, n = 78) = 1.609; p = 0.447); and self-analytic skills (χ2 (2, n = 78) = 1.221; p = 
0.543).  
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Self-reported skill level and degree program: trumpet specific skills. A one-way 
between subjects ANOVA4 was conducted to compare the effect of respondent’s degree program 
(BME, BMP, or BAS) on self-reported skill level for each trumpet specific skill. In other words, 
analyses were run to determine if students in different degree programs had similar (or different) 
self-reported skill levels for each of the 11 trumpet specific skills. Degree program was found to 
have a significant effect on the self-reported skill level for the following trumpet specific skills: 
 flexibility/lip slurs (F (2, 75) = 8.554; p = 0.000) with an effect size (calculated by 
eta squared) of 0.186, suggesting that 18.6% of the variance can be attributed to 
degree program; 
 intonation (F (2, 74) = 8.626; p = 0.000) with an effect size (calculated by eta 
squared) of 0.189, suggesting that 18.9% of the variance can be attributed to 
degree program; 
 phrasing (F (2, 74) = 7.736; p = 0.001) with an effect size (calculated by eta 
squared) of 0.173, suggesting that 17.3% of the variance can be attributed to 
degree program; 
 scales/arpeggios (Welch’s F (2, 33.002) = 6.661; p = 0.004) with an estimated 
omega squared (ω2 = 0.128), suggesting that 12.8% of the variance can be 
attributed to degree program; 
 style (Welch’s F (2, 31.978) = 8.580; p = 0.001) with an estimated omega squared 
(ω2 = 0.166), suggesting that 16.6% of the variance can be attributed to degree 
program; 
 tone (F (2, 75) = 4.529;  p = 0.014) with an effect size (calculated by eta squared) 
of 0.108, suggesting that 10.8% of the variance can be attributed to degree 
program; and  
 transposition (F (2, 75) = 16.418; p = 0.000) with an effect size(calculated by eta 
squared)  of 0.299, suggesting that 29.9% of the variance can be attributed to 
degree program.  
See Table 4.12 for the results of the Games-Howell and Tukey HSD post hoc tests.  
 
                                                 
4 A one-way analysis of variance (ANOVA) is used to determine whether any significant 
differences exist between the means of three or more independent groups.  
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Table 4.12: Skill Level and Degree Program—Trumpet Specific Skills 
Skill  
BMP BME BAS 
Sig. 
Magnitude 
of Mean 
Difference Mean SD Mean SD Mean SD 
Flexibility/Lip 
Slurs* 
4.06 0.814   3.07 0.730 0.001 0.993 
4.06 0.814 3.42 0.867   0.007 0.640 
Intonation* 
4.26 0.682   3.46 0.660 0.007 0.797 
4.26 0.682 3.55 0.869   0.001 0.713 
Phrasing* 
4.06 0.629   3.38 0.650 0.008 0.680 
4.06 0.629 3.48 0.712   0.003 0.580 
Scales/Arpeggiosǂ 
4.13 0.619   3.29 0.914 0.014 0.843 
4.13 0.619 3.64 0.859   0.028 0.493 
Styleǂ 
4.19 0.601   3.46 0.776 0.018 0.732 
4.19 0.601 3.55 0.833   0.002 0.648 
Tone* 
4.39 0.715   3.79 0.699 0.032 0.601 
4.39 0.715 3.94 0.747   0.042 0.448 
Transposition* 
3.61 0.803   2.00 0.961 0.000 1.613 
3.61 0.803 2.70 1.045   0.001 0.916 
* Tukey HSD Post Hoc Test 
ǂ Games-Howell Post Hoc Test 
 
For three trumpet specific skills, no significant difference at the p < 0.05 level was 
observed between the three degree groups (BME, BMP and BAS), as follows: improvisation (F 
(2, 75) = 0.629; p = 0.536); range (F (2, 75) = 1.649; p = 0.199); and rhythm (F (2, 73) = 1.167; 
p = 0.317). Additionally, application of the Tukey HSD post hoc test revealed no significance 
difference between self-reported skill level and degree program for articulation/tonguing (F (2, 
75) = 3.234; p = 0.045). 
Self-reported skill level and degree program: non-trumpet specific skills. A one-way 
between subjects ANOVA was conducted to compare the effect of respondent’s degree program 
(BME, BMP or BAS) on self-reported skill level for each of the 10 non-trumpet specific skills. 
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For nine non-trumpet specific skills, a significant effect on the self-reported skill level dependent 
on respondent’s degree program was found. Degree program was found to have a significant 
effect on the self-reported skill level for the following non-trumpet specific skills: 
 collaborative skills (F (2, 71) = 3.465; p = 0.037) with an effect size (calculated 
by eta squared) of 0.089, suggesting that 8.9% of the variance can be attributed to 
degree program; 
 knowledge of literature (F (2, 72) = 8.463; p = 0.000) with an effect size 
(calculated by eta squared) of 0.190, suggesting that 19.0% of the variance can be 
attributed to degree program; 
 listening skills (F (2, 72) = 5.600; p = 0.005) with an effect size (calculated by eta 
squared) of 0.135, suggesting that 13.5% of the variance can be attributed to 
degree program;  
 pedagogy skills (F (2, 72) = 11.584; p = 0.000) with an effect size (calculated by 
eta squared) of 0.243, suggesting that 24.3% of the variance can be attributed to 
degree program;  
 performance skills (Welch’s F (2, 34.427) = 9.510; p = 0.001) with an estimated 
omega squared (ω2 = 0.187), suggesting that 18.7% of the variance can be 
attributed to degree program; 
 planning/scheduling skills (F (2, 72) = 4.888; p = 0.004) with an effect size 
(calculated by eta squared) of 0.145, suggesting that 14.5% of the variance can be 
attributed to degree program; 
 practice techniques (Welch’s F (2, 36.846) = 7.165; p = 0.002) with an estimated 
omega squared (ω2 = 0.143), suggesting that 14.3% of the variance can be 
attributed to degree program; 
 research skills (F (2, 72) = 5.320; p = 0.007) with an effect size (calculated by eta 
squared) of 0.129, suggesting that 12.9% of the variance can be attributed to 
degree program; and 
 self-analytic skills (Welch’s F (2, 34.724) = 11.351; p = 0.000) with an estimated 
omega squared (ω2 = 0.219), suggesting that 21.9% of the variance can be 
attributed to degree program. 
See Table 4.13 for Games-Howell and Tukey HSD post hoc tests.   
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Table 4.13: Skill Level and Degree Program—Non-Trumpet Specific Skills 
Skill 
BMP BME BAS 
Sig. 
Magnitude 
of Mean 
Difference Mean SD Mean SD Mean SD 
Collaborative 
Skills* 
4.43 0.728   3.77 0.201 0.036 0.664 
Knowledge of 
Literature* 
3.73 0.785 2.97 0.999   0.003 0.765 
3.73 0.785   2.69 0.855 0.002 1.041 
Listening 
Skills* 
4.20 0.664   3.31 0.630 0.005 0.892 
Pedagogy* 
3.57 0.775   2.31 1.109 0.000 1.259 
  3.69 0.931 2.31 1.109 0.000 1.380 
Performance 
Skillsǂ 
4.03 0.490   3.46 0.519 0.007 0.572 
4.03 0.490 3.44 0.759   0.001 0.596 
Planning/ 
Scheduling 
Skills* 
4.33 0.711 3.75 1.016   0.033 0.583 
4.33 0.711   3.38 0.961 0.006 0.949 
Practice 
Techniquesǂ 
4.13 0.571   3.54 0.519 0.007 0.595 
4.13 0.571 3.59 0.911   0.019 0.540 
Research 
Skills* 
3.37 0.928   2.31 1.109 0.009 1.059 
Self-Analytic 
Skillsǂ 
4.47 0.571   3.77 0.599 0.005 0.697 
4.47 0.571 3.63 1.008   0.000 0.842 
* Tukey HSD Post Hoc Test 
ǂ Games-Howell Post Hoc Test 
 
For audition skills (F (2, 72) = 2.085; p = 0.132), no significant difference at the p < 0.05 
level was observed between the three degree groups (BME, BMP and BAS).  
Skill importance and degree program: trumpet specific skills. A one-way between 
subjects ANOVA was conducted to compare the effect of respondent’s degree program (BME, 
BMP or BAS) on the rated importance for each of the eleven trumpet specific skills. Degree 
program was found to have a significant effect (p < 0.05) on the importance of transposition (F 
(2, 75) = 7.068; p = 0.002) with an effect size (calculated by eta squared) of 0.159, suggesting 
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that 15.9% of the variance can be attributed to degree program. The Tukey HSD test was run and 
found that BMP respondents (M = 4.10; SD = 0.978) had a significantly higher mean (p = 0.001) 
than BAS respondents (M = 2.86; SD = 1.231), but no significant difference existed between 
either BMP and BME respondents or BME and BAS respondents. 
For 10 of the trumpet specific skills, no significant difference at the p < 0.05 level was 
observed between the three degree groups, as follows: articulation/tonguing (F (2, 75) = 0.367; p 
= 0.694); flexibility/lip slurs (F (2, 74) = 0.233; p = 0.793); improvisation (F (2, 75) = 0.375; p = 
0.745); intonation (Welch’s F (2, 32.320) = 2.413; p = 0.105); phrasing (F (2, 75) = 1.423; p = 
0.247); range (F (2, 73) = 0.979; p = 0.380); rhythm (Welch’s F (2, 37.100) = 1.208; p = 0.310); 
scales/arpeggios (F (2, 75) = 0.434; p = 0.649); style (F (2, 75) = 1.976; p = 0.146); and tone 
(Welch’s F (2, 29.063) = 2.519; p = 0.98). 
Skill importance and degree program: non-trumpet specific skills. A one-way 
between subjects ANOVA was conducted to compare the effect of respondent’s degree program 
(BME, BMP, or BAS) on the rated importance for each of the ten non-trumpet specific skills. 
Degree program was found to have a significant effect on the importance rating for the following 
non-trumpet specific skills: 
 audition skills (F (2, 73) = 4.078; p = 0.021) with an effect size (calculated by eta 
squared) of 0.100, suggesting that 10.0% of the variance can be attributed to 
degree program; 
 pedagogy skills (F (2, 73) = 24.777; p = 0.000) with an effect size (calculated by 
eta squared) of 0.404, suggesting that 40.4% of the variance can be attributed to 
degree program; and  
 performance skills (Welch’s F (2, 27.718) = 5.161; p = 0.012) with an estimated 
omega squared of (ω2 = 0.101), suggesting that 10.1% of the variance can be 
attributed to degree program 
See Table 4.14 for Games-Howell and Tukey HSD post hoc tests. 
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Table 4.14: Importance and Degree Program—Non-Trumpet Specific Skills 
Skill  
BMP BME BAS 
Sig. 
Magnitude 
of Mean 
Difference Mean SD Mean SD Mean SD 
Audition 
Skills* 
4.53 0.730   3.85 0.689 0.024 0.687 
Pedagogy 
Skills* 
3.87 0.900   2.69 0.855 0.000 1.174 
3.87 0.900 4.48 0.619   0.007 0.618 
  4.48 0.619 2.69 0.855 0.000 1.793 
Performance 
Skillsǂ 
4.90 0.403 4.52 0.619   0.013 0.385 
* Tukey HSD Post Hoc Test 
ǂ Games-Howell Post Hoc Test 
For seven of the non-trumpet specific skills, no significant difference at the p < 0.05 level 
was observed between the three degree groups (BME, BMP and BAS), as follows: collaborative 
skills (F (2, 73) = 0.626; p = 0.538); knowledge of literature (F (2, 73) = 2.640; p = 0.078); 
listening skills (Welch’s F (2, 31.576) = 1.940; p = 0.160); planning/scheduling skills (F (2, 73) 
= 2.583; p = 0.082); practice techniques (F (2, 73) = 0.509; p = 0.603); research skills (F (2, 73) 
= 2.199; p = 0.118); and self-analytic skills (Welch’s F (2, 29.830) = 2.090; p = 0.141).  
Completed Semesters of Study 
A majority of the respondents had completed 1-2 semesters of undergraduate applied 
trumpet lessons (30.3%; n = 27), followed by 3-4 semesters (22.5%; n = 20), 7-8 semesters 
(20.2%; n = 18), 5-6 semesters (15.7%; n = 14) and 9 or more semesters (11.2%; n = 10).  
For analytical purposes, the data were condensed into two categories: less than five 
semesters of undergraduate applied study (52.8%; n = 47) and five or more semesters of study 
(47.2%; n = 42). 
Desired mastery of trumpet specific skills and semesters of study. Only the desire to 
master intonation varied significantly by the number of semesters of study. A chi-square for 
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independence revealed a significant, small association (Pallant, 2010) between the desire to 
master intonation and semesters of study (χ2 (2, n = 85) = 5.208; p = 0.022; Cramer’s V. = 0.02). 
The desire to master the other 10 trumpet specific skills did not vary significantly by 
semesters of study, as follows: articulation/tonguing (p = 0.571; two-tailed Fisher’s exact test); 
flexibility/lip slurs (χ2 (1, n = 85) = 1.112; p = 0.292); improvisation (χ2 (1, n = 85) = 0.132; p = 
0.716); phrasing (χ2 (1, n = 85) = 0.171; p = 0.679); range (χ2 (1, n = 85) = 0.098; p = 0.754); 
rhythm (χ2 (1, n = 85) = 0.391; p = 0.532); scales/arpeggios (χ2 (1, n = 85) = 1.493; p = 0.222); 
style (χ2 (1, n = 85) = 0.415; p = 0.519); tone (p = 0.571, two-tailed Fisher’s exact test); and 
transposition (χ2 (1, n = 85) = 0.120; p = 0.729).  
Desired acquisition of non-trumpet specific skills and semesters of study. The desire 
to acquire the 10 non-trumpet specific skills did not vary by semesters of study, as follows: 
audition skills (χ2 (1, n = 84) = 0.016; p = 0.900); collaborative skills (χ2 (1, n = 84) = 0.979; p = 
0.323); knowledge of literature (χ2 (1, n = 84) = 0.281; p = 0.596); listening skills (χ2 (1, n = 84) 
= 0.778; p = 0.378); pedagogy skills (χ2 (1, n = 84) = 1.784; p = 0.182); performance skills (p = 
0.672; two-tailed Fisher’s exact test); planning/scheduling skills (χ2 (1, n = 84) = 2.372; p = 
0.124); practice techniques (p = 0.713; two-tailed Fisher’s exact test); research skills (χ2 (1, n = 
84) = 2.520; p = 0.112); and self-analytic skills (p = 0.590; two-tailed Fisher’s exact test).  
Self-reported skill level and semesters of study: trumpet specific skills. Self-reported 
skill levels for eight of the 11 trumpet specific skills varied by semesters of study, as displayed in 
Table 4.15.  
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Table 4.15: Self-Reported Skill Level and Semesters of Study—Trumpet Specific Skills 
Skill 
Less than 5 
Semesters 
5 or More 
Semesters t df 
Sig. 
(two-
tailed) 
eta 
squared 
Mean SD Mean SD 
Articulation/Tonguing 3.35 0.752 3.85 0.727 -3.126 82 0.002 0.106 
Flexibility/Lip Slurs 3.21 0.773 4.02 0.790 -4.778 82 0.000 0.218 
Intonation 3.50 0.773 4.15 0.760 -3.840 81 0.000 0.154 
Phrasing 3.48 0.671 3.95 0.705 -3.143 81 0.002 0.109 
Range 3.51 0.631 4.05 0.669 -3.786 82 0.000 0.149 
Scales/Arpeggios 3.60 0.903 4.00 0.775 -2.156 82 0.034 0.054 
Style 3.43 0.703 4.15 0.691 -4.687 81 0.000 0.213 
Tone 3.86 0.915 4.37 0.536 -3.105 82 0.003 0.105 
 
Self-reported skill levels for the remaining three trumpet specific skills level did not vary 
by semesters of study, as follows: improvisation (t(82) = 0.557, p = 0.579); rhythm (t(80) =  
-1.592, p = 0.115); and transposition (t(82) = -1.923, p = 0.058). 
Self-reported skill level and semesters of study: non-trumpet specific skills. Self-
reported skill levels for each of the 10 non-trumpet specific skills varied by semesters of study, 
as displayed in Table 4.16.  
Table 4.16: Self-Reported Skill Level and Semesters of Study—Non-Trumpet Specific 
Skills 
Skill 
Less than 5 
Semesters 
5 or More 
Semesters t df 
Sig 
(two-
tailed) 
eta 
squared 
Mean SD Mean SD 
Audition Skills 3.12 1.005 3.68 0.764 -2.783 79 0.007 0.089 
Collaborative Skills 3.88 0.791 4.53 0.679 -3.945 78 0.000 0.166 
Knowledge of 
Literature 
2.93 0.932 3.55 0.932 -3.007 79 0.004 0.103 
Listening Skills 3.56 0.896 4.18 0.712 -3.410 79 0.001 0.128 
Pedagogy Skills 3.07 1.127 3.68 0.829 -2.733 79 0.008 0.086 
Performance Skills 3.46 0.674 3.95 0.597 -3.440 78.27 0.001 0.130 
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Table 4.16 (cont.) 
Skill 
Less than 5 
Semesters 
5 or More 
Semesters t df 
Sig 
(two-
tailed) 
eta 
squared 
Mean SD Mean SD 
Planning/Scheduling 
Skills 
3.71 0.981 4.18 0.844 -2.298 79 0.024 0.063 
Practice Techniques 3.59 0.741 4.03 0.800 -2.567 79 0.012 0.077 
Research Skills 2.66 0.990 3.23 1.187 -2.334 79 0.022 0.065 
Self-Analytic Skills 3.78 0.791 4.25 0.870 -2.543 79 0.013 0.076 
 
Skill importance and semesters of study: trumpet specific skills. Importance ratings 
for three trumpet specific skills varied by semesters of study, as displayed in Table 4.17.  
Table 4.17: Skill Importance and Semesters of Study—Trumpet Specific Skills 
Skill 
Less than 5 
Semesters 
5 or More 
Semesters t df 
Sig. 
(two-
tailed) 
eta 
squared 
Mean SD Mean SD 
Intonation 4.60 0.583 4.88 0.331 -2.658 67.17 0.010 0.079 
Phrasing 4.49 0.798 4.78 0.475 -2.050 69 0.044 0.049 
Style 4.47 0.505 4.76 0.489 -2.684 81.97 0.009 0.081 
 
Importance ratings for the remaining eight trumpet specific skills did not differ by 
semesters of study, as follows: articulation/tonguing (t(75.63) = -1.548, p = 0.128); flexibility/lip 
slurs (t(81) = -0.934, p = 0.353); improvisation (t(81) = -0.572, p = 0.569); range (t(75.29) = 
0.911, p = 0.365); rhythm (t(76.13) = -1.567, p = 0.121); scales/arpeggios (t(82) = -0.017, p = 
0.986); tone (t(75.74) = -1.018, p = 0.312); and transposition (t(82) = -1.640, p = 0.105).  
Skill importance and semesters of study: non-trumpet specific skills. Importance 
ratings for six non-trumpet specific skills varied by semesters of study, as set forth in Table 4.18.  
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Table 4.18: Skill Importance and Semesters of Study—Non-Trumpet Specific Skills 
Skill 
Less than 5 
Semesters 
5 or More 
Semesters t df 
Sig. 
(two-
tailed) 
eta 
squared 
Mean SD Mean SD 
Knowledge of 
Literature 
3.81 0.833 4.25 0.776 -2.474 80 0.015 
0.071 
Listening Skills 4.48 0.740 4.78 0.076 -2.179 70.64 0.033 0.056 
Planning/Scheduling 
Skills 
4.07 0.973 4.45 0.677 -2.053 73.39 0.044 
0.050 
Practice Techniques 4.52 0.773 4.80 0.405 -2.041 62.60 0.045 0.049 
Research Skills 2.88 1.087 3.60 1.105 -2.971 80 0.004 0.099 
Self-Analytic Skills 4.55 0.705 4.83 0.385 -2.224 64.05 0.030 0.058 
 
Importance ratings for the remaining four non-trumpet specific skills did not differ by 
semesters of study, as follows: audition skills (t(80) = -1.448, p = 0.151); collaborative skills 
(t(80) = -1.893, p = 0.062); pedagogy skills (t(80) = 0.005, p = 0.996); and performance skills 
(t(79) = -1.285, p = 0.203).  
Career Goals 
In the only open-ended response on the survey, participants provided a brief answer to 
the question, “What are your career goals?” The answers were then coded into the following 
categories: education (n = 43; 52.4%), performance (n = 20; 24.4%) and non-performance/non-
education (n = 19; 21.3%). If a participant listed multiple goals that spanned more than one 
category, the respondent’s answer was coded by the career goal listed first. See Appendix D for 
the responses received and related coding. 
Desired mastery of trumpet specific skills and career goals. Only the desire to master 
transposition varied significantly by career goal. A chi-square test for independence revealed a 
significant, large association (χ2 (2, n = 81) = 10.053; p = 0.007; Cramer’s V. = 0.352) between 
the desire to master transposition and career goal. 
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The desire to master the other 10 trumpet specific skills did not vary significantly by 
career goal, as follows: articulation/tonguing (χ2 (2, n = 81) = 0.023; p = 0.989); flexibility/lip 
slurs (χ2 (2, n = 81) = 1.785; p = 0.404); improvisation (χ2 (2, n = 81) = 3.442; p = 0.179); 
intonation (χ2 (2, n = 81) = 1.079; p = 0.583); phrasing (χ2 (2, n = 81) = 0.063; p = 0.969); range 
(χ2 (2, n = 81) = 1.785; p = 0.404); rhythm (χ2 (2, n = 81) = 1.079; p = 0.583); scales/arpeggios 
(χ2 (2, n = 81) = 4.190; p = 0.123); style (χ2 (2, n = 81) = 0.474; p = 0.789); and tone (χ2 (2, n = 
81) = 2.301; p = 0.385).5 
Desired acquisition of non-trumpet specific skills and career goals. The desire to 
acquire two non-trumpet specific skills, audition skills and pedagogy skills, varied significantly 
by career goal. A chi-square test for independence revealed a significant, medium association 
between the desire to acquire audition skills and career goal (χ2 (2, n = 81) = 13.564; p = 0.001; 
Cramer’s V. = 0.332). A chi-square test for independence revealed a significant, large 
association between the desire to acquire pedagogy skills and career goal (χ2 (2, n = 81) = 
14.178; p = 0.001; Cramer’s V. = 0.418).  
The desire to acquire the other eight non-trumpet specific skills did not vary significantly 
by career goal, as follows: collaborative skills (χ2 (2, n = 81) = 1.111; p = 0.574); knowledge of 
literature (χ2 (2, n = 81) = 0.513; p = 0.774); listening skills (χ2 (2, n = 81) = 2.107; p = 0.349); 
performance skills (χ2 (2, n = 81) = 3.133; p = 0.209); planning/scheduling skills (χ2 (2, n = 81) = 
                                                 
5 For the skills of articulation/tonguing, flexibility/lip slurs, range and tone, more than 20% of the 
cells had expected counts of less than 5, thus violating the assumptions for Pearson’s chi-square. 
Accordingly, the likelihood ratio for these skills was reported. 
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0.307; p = 0.858); practice techniques (χ2 (2, n = 81) = 3.110; p = 0.211); research skills (χ2 (2, n 
= 81) = 0.550; p = 0.760); and self-analytic skills (χ2 (2, n = 81) = 2.569; p = 0.277).6 
Self-reported skill level and career goals: trumpet specific skills. A one-way between 
subjects ANOVA was conducted to compare the effect of respondent’s career goal on the self-
reported skill level for each of the 11 trumpet specific skills. Career goals were found to have a 
significant effect on the self-reported skill level for the following trumpet specific skills: 
 articulation/tonguing (Welch’s F (2, 42.210) = 5.105; p = 0.010) with an 
estimated omega squared (ω2 = 0.093), suggesting that 9.3% of the variance can 
be attributed to career goal; 
 intonation (F (2, 77) = 4.746; p = 0.011) with an effect size (calculated by eta 
squared) of 0.110, suggesting that 11.0% of the variance can be attributed to 
career goal; 
 scales/arpeggios (F (2, 78) = 3.215; p = 0.046) with an effect size (calculated by 
eta squared) of 0.076, suggesting that 7.6% of the variance can be attributed to 
career goal; and  
 transposition (F (2, 78) = 3.205; p = 0.046) with an effect size (calculated by eta 
squared) of 0.076, suggesting that 12.8% of the variance can be attributed to 
career goal. 
See Table 4.19 for Games-Howell and Tukey HSD post hoc tests. 
Table 4.19: Career Goals and Self-Reported Skill Level—Trumpet Specific Skills 
Skill  
Performance Education Other 
Sig. 
Magnitude 
of Mean 
Difference 
Mean SD Mean SD Mean SD 
Articulation/ 
Tonguingǂ 
3.95 0.510   3.32 0.820 0.010 0.634 
Intonation* 
4.30 0.657   3.61 0.778 0.026 0.689 
4.30 0.657 3.69 0.869   0.018 0.610 
 
                                                 
6 For audition skills, listening skills, performance skills, practice techniques and self-analytic 
skills, more than 20% of the cells had expected counts less than 5, thus violating the assumptions 
for Pearson’s chi-square. Accordingly, the likelihood ratio for these skills was reported. 
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Table 4.19 (cont.) 
Skill  
Performance Education Other 
Sig. 
Magnitude 
of Mean 
Difference 
Mean SD Mean SD Mean SD 
Scales/ 
Arpeggios* 
4.15 0.671   3.47 0.905 0.036 0.676 
Transposition* 3.40 1.046   2.53 1.219 0.035 0.874 
* Tukey HSD Post Hoc Test 
ǂ Games-Howell Post Hoc Test 
 
For seven trumpet specific skills, no significant difference at the p < 0.05 level was 
observed between self-reported skill level and career goal (education, performance, and other), 
as follows: flexibility/lip slurs (F (2, 78) = 2.676; p = 0.075); improvisation (F (2, 78) = 0.803; p 
= 0.452); phrasing (Welch’s F (2, 39.463) = 3.169; p = 0.053); range (Welch’s F (2, 36.330) = 
0.614; p = 0.547); rhythm (F (2, 76) = 0.392; p = 0.677); style (Welch’s F (2, 39.555) = 1.419; p 
= 0.254); and tone (F (2, 78) = 2.806; p = 0.067). 
Self-reported skill level and career goals: non-trumpet specific skills. A one-way 
between subjects ANOVA was conducted to compare the effect of respondent’s career goal on 
the self-reported skill level for each of the ten non-trumpet specific skills. Career goals were 
found to have a significant effect on the self-reported skill level for the following non-trumpet 
specific skills: 
 pedagogy skills (F (2, 76) = 9.839; p = 0.000) with an effect size (calculated by 
eta squared) of 0.255, suggesting that 25.5% of the variance can be attributed to 
career goal; 
 performance skills (Welch’s F (2, 41.275) = 4.615; p = 0.016) with an estimated 
omega squared (ω2 = 0.082), suggesting that 8.2% of the variance can be 
attributed to career goal; and 
 self-analytic skills (F (2, 76) = 3.966; p = 0.023)  with an effect size (calculated 
by eta squared) of 0.095, suggesting that 9.5% of the variance can be attributed to 
career goal. 
See Table 4.20 for Games-Howell and Tukey HSD post hoc tests. 
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Table 4.20: Career Goals and Self-Reported Skill Level—Non-Trumpet Specific Skills 
Skill 
Performance Education Other 
Sig. 
Magnitude 
of Mean 
Difference 
Mean SD Mean SD Mean SD 
Pedagogy 
Skills* 
3.65 0.813   2.50 1.043 0.000 1.150 
  3.71 0.814 2.50 1.043 0.000 1.207 
Performance 
Skillsǂ 
4.05 0.510 3.61 0.703   0.020 0.440 
Self-Analytic 
Skills* 
4.45 0.605 3.83 0.919   0.017 0.621 
* Tukey HSD Post Hoc Test 
ǂ Games-Howell Post Hoc Test 
 
For six non-trumpet specific skills, no significant difference was observed at the p < 0.05 
level between self-reported skill level and career goal (education, performance, and other), as 
follows: audition skills (F (2, 76) = 2.407; p = 0.097); collaborative skills (F (2, 75) = 0.149; p = 
0.862); knowledge of literature (F (2, 76) = 2.441; p = 0.94); listening skills (F (2, 76) = 1.414; p 
= 0.249); planning/scheduling skills (F (2, 76) = 2.745; p = 0.071); and practice techniques 
(Welch’s F (2, 43.776) = 2.078; p = 0.137). Additionally, application of the Tukey HSD post hoc 
test revealed no significant difference between self-reported skill level and career goals for 
research skills, (F (2, 76) = 3.375; p = 0.039). 
Skill importance and career goals: trumpet specific skills. A one-way between 
subjects ANOVA was conducted to compare the effect of respondent’s career goal on the rated 
importance for each of the eleven trumpet specific skills. Career goals were found to have a 
significant effect on the importance rating for the following trumpet specific skills: 
 phrasing (Welch’s F (2, 38.324) = 3.791; p = 0.031) with an estimated omega 
squared (ω2 = 0.065), suggesting that 6.5% of the variance can be attributed to 
career goal; 
 range (F (2, 76) = 4.525; p = 0.014) with an effect size (calculated by eta squared) 
of 0.106, suggesting that 10.6% of the variance can be attributed to career goal; 
and  
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 transposition (F (2, 78) = 3.773; p = 0.027) with an effect size (calculated by eta 
squared) of 0.088, suggesting that 8.8% of the variance can be attributed to career 
goal. 
See Table 4.21 for Games-Howell and Tukey HSD post hoc tests.  
Table 4.21: Career Goals and Importance—Trumpet Specific Skills 
Skills 
Performance Education Other 
Sig. 
Magnitude 
of Mean 
Difference 
Mean SD Mean SD Mean SD 
Phrasingǂ 4.85 0.366   4.21 0.976 0.034 0.639 
Range* 4.05 0.686   3.28 1.018 0.010 0.772 
Transposition* 4.15 1.137   3.21 1.273 0.020 0.939 
* Tukey HSD Post Hoc Test 
ǂ Games-Howell Post Hoc Test 
For eight trumpet specific skills, no significant difference at the p < 0.05 level was 
observed between self-reported skill level and career goal (education, performance, and other), 
as follows: articulation/tonguing skills (F (2, 78) = 0.725; p = 0.488); flexibility/lip slurs (F (2, 
77) = 2.021; p = 0.139); improvisation (F (2, 77) = 1.027; p = 0.363); intonation (Welch’s F (2, 
39.411) = 2.179; p = 0.127); rhythm (Welch’s F (2, 39.949) = 1.324; p = 0.277); scales/arpeggios 
(F (2, 78) = 2.764; p = 0.069); style (F (2, 78) = 0.551; p = 0.579); and tone (Welch’s F (2, 
38.812) = 1.101; p = 0.343).  
Skill importance and career goals: non-trumpet specific skills. A one-way between 
subjects ANOVA was conducted to compare the effect of respondents’ career goals on the rated 
importance for each of the 10 non-trumpet specific skills. Career goals were found to have a 
significant effect on the importance rating for the following non-trumpet specific skills: 
 audition skills (F (2, 77) = 4.604; p = 0.013) with an effect size (calculated by eta 
squared) of 0.107, suggesting that 10.7% of the variance can be attributed to 
career goal; 
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 pedagogy skills (F (2, 76) = 4.525; p = 0.014) with an effect size (calculated by 
eta squared)  of 0.351, suggesting that 35.1% of the variance can be attributed to 
career goal;  
 performance skills (Welch’s F (2, 35.918) = 9.596; p = 0.000) with an estimated 
omega squared (ω2 = 0.181), suggesting that 18.1% of the variance can be 
attributed to career goal;  
 practice techniques (Welch’s F (2, 38.854) = 5.122; p = 0.011) with an estimated 
omega squared (ω2 = 0.094), suggesting that 9.4% of the variance can be 
attributed to career goal; and 
 self-analytic skills (Welch’s F (2, 40.946) = 3.833; p = 0.030) with an estimated 
omega squared (ω2 = 0.067), suggesting that 6.7% of the variance can be 
attributed to career goal. 
See Table 4.22 for Games-Howell and Tukey HSD post hoc tests.  
Table 4.22: Career Goals and Importance—Non-Trumpet Specific Skills 
Skill  
Performance Education Other 
Sig. 
Magnitude 
of Mean 
Difference 
Mean SD Mean SD Mean SD 
Audition 
Skills* 
4.65 0.587   3.94 0.873 0.017 0.706 
4.65 0.587 4.12 0.803   0.035 0.531 
Pedagogy 
Skills* 
4.00 0.858   2.94 1.056 0.000 1.056 
  4.43 0.668 2.94 1.056 0.000 1.484 
Performance 
Skillsǂ 
4.95 0.224   4.47 0.717 0.041 0.479 
4.95 0.224 4.55 0.593   0.001 0.402 
Practice 
Techniquesǂ 
4.90 0.308   4.33 0.767 0.020 0.567 
Self-Analytic 
Skillsǂ 
4.90 0.308 4.57 0.668   0.027 0.329 
* Tukey HSD Post Hoc Test 
ǂ Games-Howell Post Hoc Test 
For five non-trumpet specific skills, no significant difference at the p < 0.05 level was 
observed between rated importance and career goal (education, performance, and other), as 
follows: collaborative skills (F (2, 77) = 0.752; p = 0.475); knowledge of literature (F (2, 77) = 
2.867; p = 0.063); listening skills (Welch’s F (2, 38.895) = 1.346; p = 0.272); 
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planning/scheduling skills (F (2, 77) = 1.333; p = 0.270); and research skills (F (2, 77) = 1.141; p 
= 0.325).  
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CHAPTER FIVE 
DISCUSSION 
This discussion of results is organized by research question. After the initial discussion, 
implications for students and professors are presented. Finally, recommendations for further 
study are offered. 
Research Question 1 
With respect to undergraduate applied trumpet students: (i) what skills do students want 
to master/attain; (ii) to what extent do students perceive they have attained these skills; and (iii) 
what level of importance do students place on these skills? 
Desired Mastery of Trumpet Specific Skills 
Trumpet specific skills are defined as skills that can be demonstrated on the instrument, 
and encompass articulation/tonguing, flexibility/lip slurs, improvisation, intonation, phrasing, 
range, rhythm, scales/arpeggios, style, tone, and transposition. Of these 11 skills, articulation and 
tone were the respondents’ most desired skills, while transposition and improvisation were the 
least desired skills. The percentage of respondents desiring to master the remaining seven skills 
ranged from 66-75%.  
As music is an art based in sound, it might be anticipated that most students wanted to 
master tone. While articulation/tonguing is a specific skill that often appears in daily warm-
up/fundamental routines that many undergraduate students practice. See Chart 5.1 for a graphical 
depiction of respondents’ desired mastery of trumpet specific skills. 
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Chart 5.1 
 
Perhaps most intriguing is the observed response for improvisation and transposition. 
Only 37.6% of respondents wanted to master improvisation prior to their undergraduate 
graduation. Granted, improvisation has a jazz connotation (Hanson, 2012), and only one 
respondent declared a jazz focus. However, NASM lists compositional or improvisational skills 
as expected competencies for students graduating with BMP and BME degrees (“NASM 
competencies summary: The baccalaureate degree in music education,” 2015; “NASM 
competencies summary: The BM in performance,” 2015). Additionally, from 1994 until 2014, 
NAfME listed, “improvising melodies, variations and accompaniments,” as the third national 
standard for music education (“National standards for music education,” 2014). The qualified 
respondents with the highest level of education, indicated by conferral of a bachelor’s degree, 
graduated in either winter 2013 or spring 2014. If these students followed a traditional 
undergraduate path, they likely began participating in an elementary school band in either 2001 
or 2002. Thus, for even the most experienced respondent, his/her entire K-12 music education 
would have been governed by these nine standards. The results of this survey, therefore, 
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highlight a potential divide between student opinion regarding the importance of certain skills 
compared with the NASM competencies and the NAfME standards for music education.  
As discussed in Chapter 2, in June 2014, NAfME revised the standards in cooperation 
with the National Coalition for Core Arts Standards. Although the new standards are in their 
infancy, they continue to emphasize many of the previous standards, including improvisation. In 
future years, it will be interesting to study whether the alignment between student opinions and 
the NAfME standards improves, lessens or stays the same. 
Also somewhat surprising were the results regarding transposition. Only 57.6% of 
respondents wanted to master transposition prior to undergraduate graduation. One possible 
explanation for this somewhat low percentage is that transposition may be thought of as a skill 
that requires mastery only by performance majors desiring to perform with major symphony 
orchestras. In reality, however, transposition is a skill that all musicians, whether professional or 
amateur, will employ. A variety of music-related careers require mastery of transposition; 
conductors/band leaders, composers/arrangers, and performers all must have the ability to move 
easily from one key to another, regardless of style or genre. 
Desired Acquisition of Non-Trumpet Specific Skills 
The non-trumpet specific skill that the highest number of respondents desired to acquire 
during their undergraduate years was performance skills (94.0%). A high response was 
anticipated for performance skills, as all of the participants were enrolled or recently enrolled in 
an applied trumpet course. This was followed by practice techniques (85.4%), again a predictable 
response given that all respondents had completed a minimum of one semester of applied 
trumpet lessons in which they were likely expected to practice. The response rates for the 
majority of non-trumpet specific skills (self-analysis skills, audition skills, listening skills, 
pedagogy, collaborative skills, and knowledge of literature) were tightly clustered, with response 
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rates ranging from 65.5% to 79.8%. See Chart 5.2 for a graphical depiction of respondents’ 
desired acquisition of non-trumpet specific skills. 
Chart 5.2 
 
The outlier among non-trumpet specific skills is research skills, which only 28.6% of 
respondents wish to acquire during their undergraduate study. This response rate is 65.4% lower 
than the response rate observed for performance skills and 23.8% below planning/scheduling 
skills, the next-lowest desired skill. The ability to research composers, performers, and literature 
is a skill necessary for success in a myriad of musical careers, including performance, education, 
composition, and conducting. Without appropriate research, the performer may lack the 
necessary knowledge to give an informed performance, make musical decisions based on 
historical practices, or select a well-balanced program. 
Of particular interest is the possibility that students’ lack of desire to acquire research 
skills suggests a division between applied studies and the remaining music curriculum. The 
traditional higher education music curriculum employs a three-pronged approach, with all music 
students taking coursework in music history, music theory, and applied lessons (Beeching, 
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2012). The students’ lack of desire to acquire research skills implies a potential gap between 
music history, music theory and the applied lesson. One possible explanation for this finding is 
that the connections between these different subject areas may not be highlighted effectively 
within the applied studio. Additional study might explore the benefits of a comprehensive music 
education where the major subjects of music theory, music history, and applied lessons are 
thoroughly integrated. 
Self-Reported Skill Level for Trumpet Specific Skills 
Each respondent rated his/her ability level for each of the 11 trumpet specific skills, on a 
Likert-type scale from 1 (beginner) to 5 (expert), with 3 representing novice. Tone had the 
highest self-reported skill level, with a mean of 4.11. Transposition and improvisation had the 
lowest self-reported skill levels, with means of 2.96 and 2.29, respectively. See Chart 5.3 for a 
graphical depiction of respondents’ self-reported skill level for all trumpet specific skills. 
Chart 5.3 
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A majority of respondents (83.3%) rated their skill level on tone as a 4 (n = 43) or 5 (n = 
27), while only (16.7%) respondents ranked themselves as a 2 (n = 4) or 3 (n = 10), suggesting 
that most students feel that they have attained a high level of mastery of tone. The remaining 
skills of rhythm, intonation, scales/arpeggios, style, range, phrasing, flexibility/lip slurs, and 
articulation/tonguing all have mean self-reported skill levels within 3.60-3.96, a range of only 
0.36. This close cluster of ratings reveals that, on average, respondents rate themselves with 
relative consistency between the majority of trumpet specific skills and report their level of 
mastery for such skills as somewhere between novice and expert.  
Transposition and improvisation remain outliers in this metric, with respondents 
reporting a markedly lower level of mastery than for the other trumpet specific skills. This result 
might suggest a lack of instruction in these areas, either prior to respondents’ undergraduate 
career or within their undergraduate lessons. However, one should also consider that equal 
emphasis is not, and should not be, placed on all trumpet specific skills. By way of example, 
perhaps an entry level undergraduate trumpet student needs to change the approach to the 
instrument, such as an embouchure change. One possible pedagogical approach to this scenario 
would involve reducing emphasis on the more complex trumpet specific skills and focusing on 
the more fundamental skills of tone production, articulation/tonguing, and scales/arpeggios. 
Another possible explanation is that the skills covered could vary greatly from one student to 
another due to the one-to-one nature of the applied lesson.  
Notably, transposition and improvisation had the highest standard deviations of all the 
trumpet specific skills.1 In other words, respondents’ self-reported skill levels for these skills 
varied more widely, and were thus less consistent, than for than the other trumpet specific skills. 
                                                 
1 Standard deviation is a measurement of variance or dispersion in a data set. 
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 As discussed previously, transposition and improvisation were the two skills that 
respondents least desired to master as undergraduates. Accordingly, if a student has any 
influence on the skills included in the applied lessons, a skill may receive less attention than the 
others. Therefore, a lower self-reported skill level in the respective areas would logically follow. 
This relationship is explored later in the chapter, p. 92.  
Self-Reported Skill Level for Non-Trumpet Specific Skills 
Using the same Likert-type scale presented for the trumpet specific skills, respondents 
rated the extent that they have attained each non-trumpet specific skill. See Chart 5.4 for a 
graphical depiction of respondents’ self-reported skill level for all non-trumpet specific skills. 
Chart 5.4 
 
The skill with the highest average self-reported skill level was collaborative skills 
(defined on the survey as, “ability to work well with others”) at 4.20, followed by self-analysis 
skills at 4.01 and planning/scheduling skills at 3.94.  Interestingly, the three highest rated skills 
are also arguably the least tangible. While collaborative skills, self-analytic skills, and 
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planning/scheduling skills are critical to a musician’s success, they are also less concrete and 
often receive less dedicated attention than practice techniques, performance skills, and audition 
skills. The relatively high skill levels reported for these less tangible skills may reflect their 
abstract nature; students may have a difficult time accurately gauging their abilities. The fact that 
students ranked their collaborative ability so highly is also noteworthy because all respondents 
were enrolled or recently enrolled as undergraduate students, with relatively little experience in 
musical collaboration without the aid of a conductor, applied teacher or chamber music coach. 
Respondents self-reported the lowest skill level for research skills, with a mean of 2.94. 
Again, this low mean suggests that the connection between research skills and successful 
performance may not be apparent to many students. However, the standard deviation for this 
skill was the highest of among the non-trumpet specific skill sets (SD = 1.122), suggesting wide 
variation among respondents.  
Importance Rating of Trumpet Specific Skills 
Consistent with its rating with respect to desired mastery and self-reported skill level, 
respondents ranked tone as the most important trumpet specific skill (M = 4.89; SD = 0.313) 
using a similar five point Likert-type scale from 1 (least important) to 5 (most important. Tone 
also had the smallest standard deviation of any trumpet specific skill, suggesting the highest 
rating consistency among respondents. The next two skills with the highest rating of importance 
were intonation (M = 4.74; SD = 0.494) and rhythm (M = 4.72; SD = 0.477). Tone, intonation 
and rhythm are among the most important aspects of any musical performance; without sound, 
pitch accuracy, and timing, the entire musical phrase is blurred. See Chart 5.5 for a graphical 
depiction of respondents’ importance rating for all trumpet specific skills. 
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Chart 5.5 
 
Respondents rated transposition (M = 3.68; SD = 1.099) and improvisation (M = 3.00; 
SD = 1.148) as the least important trumpet specific skills. This is consistent with the results 
obtained for these skills with respect to desired mastery and self-reported skill level, each as 
discussed previously. The consistently high ratings of tone, intonation and rhythm and the 
consistently low ratings of transposition and improvisation suggest a possible relationship 
between desired mastery of a skill, self-reported skill level and/or perceived importance of a 
skill. These possible relationships are explored later in the chapter. 
Importance Rating of Non-Trumpet Specific Skills 
Respondents rated self-analytic skills (M = 4.68; SD = 0.585) highest in importance 
among non-trumpet specific skills, followed by practice techniques (M = 4.66; SD = 0.633) and 
performance skills (M = 4.64; SD = 0.577). These three skill sets were also skills respondents 
reported most desired to acquire as undergraduates (albeit in a different order). With one 
exception (research skills), the mean importance rating for all of the non-trumpet specific skills 
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were clustered within a narrow range of 0.70. Nine of the non-trumpet specific skills had means 
between 3.98 and 4.68, on a Likert-type scale from 1 (least important) to 5 (most important). See 
Chart 5.6 for a graphical depiction of respondents’ importance rating for all non-trumpet specific 
skills. 
Chart 5.6 
 
As with the trumpet specific skills of transposition and improvisation, research skills was 
the skill respondents least desired to acquire, rated lowest in self-reported skill level and was had 
the lowest average importance (M = 3.23; SD = 1.147).  This supports the potential existence of 
a relationship between the desire to acquire a skill, self-reported skill level and perceived 
importance, which will be explored later in the chapter.   
Perhaps most remarkable is the importance rating of pedagogy skills (M = 3.98; SD = 
1.018); the second lowest rating of importance for any non-trumpet specific skill, as many 
teachers believe that their students will teach privately in some capacity (Fredrickson et al., 
2012). One possible explanation for this low rating, which will be explored in future sections, 
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may involve the respondent’s degree program and/or career goals (see “Skill importance and 
career goals: non-trumpet specific skills,” p. 112). 
Desired Mastery and Self-Reported Skill Level for Trumpet Specific Skills 
Tone and improvisation are the only two trumpet specific skills for which a significant 
difference was found in the self-reported skill level means between students who desired to 
master the skill and those who did not. For improvisation, 7.2% of the variance in self-reported 
skill level can be explained by the desire to master (or not to master) the skill. Those respondents 
not desiring to master the skill self-reported a lower skill level than those students who desired to 
master the skill. In other words, students did not wish to master improvisation despite reporting a 
relative lack of improvisational skill. This discrepancy could be due to the low self-reported skill 
level itself: the respondent may feel that there is so much to learn in this area, that mastery is not 
possible prior to undergraduate graduation. Another possibility is that students purposefully want 
to master the skill later in their careers, and have chosen not to focus on improvisation during the 
pursuit of an undergraduate degree. Or perhaps, as discussed later in this chapter (p. 94), 
respondents regard improvisation with a low level of importance, and therefore have little desire 
to master the skill.  
For tone, the effect size of desired mastery on self-reported skill level was moderate with 
7.6% of the variance in self-reported skill level can be explained by the desire to master (or not 
to master) the skill. Unlike improvisation, those students not desiring to master tone self-reported 
a higher skill level than those desiring to master the skill. This implies that respondents who did 
not desire to master the skill may believe that they have already achieved tonal mastery. Indeed, 
the mode self-reported skill level on the Likert-type scale for respondents not desiring to master 
the skill was 5 (expert; n = 9) versus a mode (n = 40) of 4 for respondents desiring to master 
tone. Alternately, respondents recording no desire to master tone may feel that such mastery is 
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impossible during their undergraduate years and hope instead to master the skill later in their 
career. 
Although transposition was not a highly desired skill to master (second only to 
improvisation), and had a low self-reported skill level, no significant relationship was found 
between the desire to master the skill and the respondent’s self-reported ability level.  
Desired Acquisition and Self-Reported Skill Level for Non-Trumpet Specific Skills 
Audition skills, knowledge of literature, listening skills, pedagogy skills and research 
skills were all found to differ significantly in the mean values of the self-reported skill level 
between respondents who desired to master the skill and those who did not. Audition skills, 
knowledge of literature, pedagogy skills, and research skills all had significantly higher means 
for those respondents who desired to acquire each skill set. The effect sizes for audition skills 
and knowledge of literature, are considered small: less than 6% of the variance in self-reported 
skill level for each skill is explained by the desire to acquire (or not to acquire) the respective 
skill. The effect size for pedagogy skills is considered moderate: 6.8% of the variance can be 
explained by the desire to acquire (or not to acquire) pedagogy skills. Finally, the effect size for 
research skills is considered large: 14.3% of the variance in skill level can be explained by the 
desire to acquire (or not to acquire) research skills. These results suggest that students who 
wanted to acquire any of these skills rated themselves higher on such skills than those who did 
not. Potential reasons for this include the possibility that students who desire to acquire a skill 
may have more practical experience with that skill, and therefore self-report a higher skill level. 
Another possibility is that respondents place a greater importance on these skills and are more 
cognizant of their abilities regarding that skill, this will be explored later in this chapter.  
A significant difference between the self-reported skill level means was also found for 
listening skills. However, contrary to the previous four non-trumpet specific skills, the mean self-
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reported skill level for respondents who did not desire to acquire listening skills was higher than 
for those respondents wanting to acquire the skill. The effect size was small with 5.9% of the 
variance between the means attributable to the desire to acquire (or not to acquire) listening 
skills. These results suggest that students who do not desire to acquire listening skills rate 
themselves significantly higher than those students who do. This implies that students who do 
not desire to acquire this skill may feel they have already satisfactorily developed their listening 
skills, while those who desire to acquire this skill feel the need for further improvement. Another 
possible explanation, is that students may not wish to improve their listening skills because they 
do not believe them to be important (see “Self-Reported Skill Level and Importance of Non-
Trumpet Specific Skills,” p. 97). 
Desired Mastery and Importance Rating of Trumpet Specific Skills 
A significant difference in average importance was found for range, scales/arpeggios, 
improvisation, and transposition relative to the desired mastery of each skill. The effect size was 
moderate for range (8.2%) and transposition (7.9%), and moderate-large for improvisation 
(11.7%) and scales/arpeggios (13.7%).2 These results suggest that students who do not want to 
master these skills may ascribe less importance to them than students who do want to master 
these skills. This supports the theory that one reason students may not want to focus on a skill is 
because they believe it is unimportant. Students may feel that a skill is of lesser importance for a 
variety of reasons, including low utility in the student’s projected career. If students feel that a 
skill will not be beneficial later in life, they may not want to invest in that skill.  
Several other explanations for these results exist, including: (i) the student may not enjoy 
working in that skill area, and therefore places a lower value on that skill; (ii) there has been a 
                                                 
2 These four skills were also rated with the lowest level of importance of the eleven trumpet 
specific skills. 
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lack of emphasis on that skill from prior or current instructors, negatively impacting the student’s 
importance rating for that skill; and (iii) the instruction the student has received in a particular 
area was ineffective, discouraging the student from assigning it a high importance value. Another 
possibility, discussed in a subsequent section (p. 96), is the students’ ability influencing their 
rating of importance. 
These results show a moderate-large effect between the desire to master scales/arpeggios 
and the importance of scales/arpeggios. Although this relationship is not surprising, the 
underlying data reveal a number of students who do not wish to master scales/arpeggios, nor 
believe it to be of importance. Virtually all musicians begin practicing scales/arpeggios at an 
early age. Although scales/arpeggios are often thoroughly covered from middle school music 
classrooms to college music courses, the importance and practical application may not be 
apparent to all students. Those students not wanting to master scales/arpeggios (n = 29; 34.1%) 
reported an average importance level of 3.64 (3 was defined as “somewhat important”), whereas 
those students desiring to master scales/arpeggios (n = 56; 65.9%) reported an average 
importance of 4.33. These results suggest that students who want to master scales/arpeggios 
place a greater value on the skill than those who do not.  
Desired Acquisition and Importance Rating of Non-Trumpet Specific Skills 
A significant difference in average importance was found for audition skills, pedagogy 
skills, and research skills relative to the desired acquisition of each skill. The effect size was 
moderate for audition skills (7.1%) while large for pedagogy skills (17.9%) and research skills 
(13.9%). These results imply that, for these three skill areas, students’ rating of importance 
differs based on whether or not they wish to acquire the skill. Notably, the desire to acquire (or 
not to acquire) pedagogy skills has the greatest effect of any skill surveyed on importance rating. 
Almost 18% of the variance in average importance can be explained by the desire to acquire 
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pedagogy skills. This large effect size also reveals a significant divide between students who 
desire to acquire pedagogy skills and those who do not; those students desiring to acquire 
pedagogy skills self-report a significantly higher skill level, as discussed previously, and place a 
greater importance on the skill set than those who do not.  
Students may view these particular skills with an eye towards their future careers, as 
discussed later in this chapter. Of course, the same possible explanations presented above with 
respect to the interplay between self-reported skill rating and importance for trumpet specific 
skills may apply to these three skills as well. Students may consider a skill important because 
they feel skilled or interested in that area, because instructors emphasize (or do not emphasize) 
them or because their instruction has been particularly effective (or ineffective).  
Self-Reported Skill Level and Importance Rating of Trumpet Specific Skills 
In order to determine if a student’s self-reported skill level influences a skill’s importance 
rating, correlations were run. Flexibility/lip slurs, intonation, and transposition were all found to 
have a significant positive relationship between self-reported skill level and importance rating. 
For these three trumpet specific skills, respondents self-reporting a higher level of skill also 
placed a greater importance on that skill. The relationship between self-reported skill level and 
importance for flexibility/lip slurs, intonation, and transposition are all considered small. 
Specifically, 4.8% of the variance in importance for transposition, 6.1% for intonation, and 7.6% 
for flexibility/lip slurs is attributable to self-reported skill level. 
Although no strong correlation was found for any trumpet specific skill, these results 
suggest that a modest connection may exist between a student’s self-perceived ability level and 
the importance ascribed to the skills of flexibility/lip slurs, intonation, and transposition. This 
finding is logical, as it is possible that a student will place more emphasis on a skill they feel is 
important.  
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Self-Reported Skill Level and Importance of Non-Trumpet Specific Skills 
In a departure from the results observed for trumpet specific skills, positive correlations 
were found between self-reported skill level and importance for all non-trumpet specific skills 
except for audition skills. Pedagogy skills had the highest correlation, with 25.2% of the variance 
in importance attributed to self-reported skill level, followed closely by planning/scheduling 
skills with 24.9% of the variance in importance attributed to self-reported skill level. Both of 
these correlations are considered large, indicating a strong relationship between a student’s self-
reported skill level and importance rating.  
Research skills, collaborative skills, and performance skills all display a moderate 
relationship between self-reported skill level and importance rating. In particular, 21.3% of the 
variance in importance for research skills, 12.3% for collaborative skills, and 11.8% for 
performance skills is attributable to self-reported skill level. Knowledge of literature, self-
analytic skills, listening skills, and practice techniques all revealed a small relationship between 
self-reported skill level and importance rating. Specifically, 7.3% of the variance in importance 
for knowledge of literature, 6.6% for self-analytic skills, and 5.9% for listening skills, and 5.5% 
for practice techniques is attributable to self-reported skill level. Although these small 
correlations are not as strong as those observed for pedagogy and planning/scheduling skills, 
significant relationships were nonetheless observed between the respondent’s self-reported skill 
level and importance rating for nine non-trumpet specific skills.  
These results differ from the results observed with respect to trumpet specific skills, with 
only three skills demonstrating a significant (albeit small) relationship between self-reported skill 
level and importance and may suggest a difference in student perception of trumpet specific and 
non-trumpet specific skills. Perhaps this difference can be explained by the nature of these skills 
and how these skills are typically taught in an undergraduate applied lesson. Trumpet specific 
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skills are often the predominant focus of the applied lesson curriculum. Although a particular 
student may focus on a limited set of skills at any given time, they remain aware of the 
importance of skills yet to be practiced and perfected. Non-trumpet specific skills, however, are 
not typically taught with the same diligence as trumpet specific skills. These 10 skills include 
many different components—for instance, self-confidence, time management, and dedication—
and may be taught covertly and/or indirectly. It therefore follows that students who are cognizant 
of the importance of these skills would make a deliberate effort to improve their abilities.  
Research Question 2 
Do undergraduate applied trumpet students’ perceptions differ based upon major, 
semesters of study, and/or career goals? 
Demographic Differences between Respondents 
Degree program. Respondents were enrolled in five different degree programs, Bachelor 
of Music Education (n = 36), Bachelor of Music Performance (n = 21), Master of Music 
Performance (n = 12), Bachelor of Arts in Music (n = 4), Bachelor of Arts/Science, non-music (n 
= 10). For analytical purposes, data were condensed into three categories: Bachelor of Music 
Education (BME; n = 36), Bachelor of Music Performance (BMP; n = 33) and Bachelor of Arts 
or Science (BAS; n = 14). Those students enrolled in a Master of Music Performance degree 
were combined with BMP and those enrolled in any Bachelor of Arts or Science degree, music 
or otherwise were condensed into the BAS category. 
Desired mastery of trumpet specific skills and degree program. Improvisation and 
transposition were the only two trumpet specific skills for which a significant association was 
found between the desire to master that skill and the respondent’s degree program. The 
association between degree program and the desire to master improvisation skill is moderate, 
while the association for transposition is large. For these skills, students’ degree programs may 
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influence whether or not they desired to master either skill. Interestingly, as discussed above, 
these skills ranked lowest in overall desired mastery, self-reported skill level, and importance. 
For the remaining nine trumpet specific skills, no association was found between degree 
program and a student’s desired mastery; respondents’ interest/disinterest in learning to master 
articulation/tonguing, flexibility/lip slurs, intonation, phrasing, range, rhythm, scales/arpeggios, 
style, and tone was unaffected by degree program. 
The significant associations observed for transposition and improvisation support the 
contention that students enrolled in different degree programs differ in the skills they desire to 
master. A respondent enrolled as a BAS student may not see the benefits of learning to transpose 
or improvise as readily as a student in a BME or BMP program. Students enrolled in a particular 
degree program likely have varied backgrounds and aspirations. It follows that they would want 
to learn and master different skills through their undergraduate applied lessons. 
Desired acquisition of non-trumpet specific skills and degree program. Audition and 
pedagogy skills were the only two non-trumpet specific skills for which a significant association 
was found between desired acquisition of that skill and the respondent’s degree program. The 
association between degree program and the desire to acquire audition skills is moderate, while 
the association for pedagogy is large.  For these skills, a student’s degree program may influence 
whether or not he/she desired to acquire either skill.  
For the remaining eight non-trumpet specific skills, no association was found between the 
degree program and students’ desire to master the skill. Respondents’ interest/disinterest in 
acquiring collaborative skills, knowledge of literature, listening skills, performance skills, 
planning/scheduling skills, practice techniques, research skills, and self-analytic skills was 
unaffected by degree program. 
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The significant associations observed for audition skills and pedagogy skills is not 
surprising. BMP respondents traditionally have more ensemble requirements than both BME and 
BAS students, and BMP students may look for additional performance opportunities outside of 
the school. This may lead to more experience with auditions and, therefore, they may have 
consciously determined to include audition skills in their studies. BME students, on the other 
hand, are likely to focus on pedagogy skills, as most plan to teach upon graduation. Also, most 
BME students are enrolled concurrently in music education courses, furthering their exposure to 
and awareness of pedagogical skills. 
Self-reported skill level and degree program: trumpet specific skills. Self-reported skill 
levels for the following seven trumpet specific skills were found to differ by degree program. 
The average skill level for flexibility/lip slurs, intonation, phrasing, scales/arpeggios, style, tone, 
and transposition, was higher for respondents enrolled in BMP programs than BME or BAS 
programs. Thus, BMP students rated themselves higher on these seven skills than those students 
enrolled in alternative degree program. No significant difference was found between BME and 
BAS students for any of the eleven trumpet specific skills. Respondents in all three degree 
programs self-reported similar skill levels for articulation/tonguing, improvisation, range, and 
rhythm. 
A number of factors may influence the fact that BMP students rated self-reported a higher 
skill level than did their BME and BAS colleagues for the majority of the trumpet specific skills. 
In fact, for all but one skill, improvisation, BMP students rated themselves higher than either 
BME or BAS students (although the difference in means was not significant for 
articulation/tonguing, range and rhythm). This observation suggests that BMP students have 
greater confidence in their abilities than BME or BAS students. This may be a result of the 
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widely held notion that performance majors are the most advanced musicians and are enrolled in 
the most selective degree program. Therefore, by virtue of acceptance into a BMP program, the 
students may view their own abilities more highly than their BME or BAS colleagues. BMP 
majors also typically enroll in more performance-based courses than BME and BAS students, 
thus allowing them to accumulate more practice and experience with the instrument. BMP 
majors may also have higher practice expectations than their BME and BAS counterparts and 
therefore have attained a higher competence in these seven trumpet specific skills.  
Interestingly, self-reported skill level for trumpet specific skills did not vary significantly 
between BME and BAS students. This finding is noteworthy because the majority of BAS 
respondents are non-music majors and, thus, take fewer music-related courses than BME 
students. 
Self-reported skill level and degree program: non-trumpet specific skills. The average 
self-reported skill levels for the following nine non-trumpet specific skills were found to vary by 
degree program: collaborative skills, knowledge of literature, listening skills, pedagogy skills, 
planning/scheduling skills, practice techniques, research skills, and self-analytic skills. Only 
audition skills had similar ability ratings across the three degree classifications.  
BMP respondents rated themselves higher than BME and BAS respondents for the 
following five non-trumpet specific skills: knowledge of literature, performance skills, 
planning/scheduling skills, practice techniques, and self-analytic skills. These results are not 
surprising, given the practical focus of BMP programs, including recital requirements (“NASM 
competencies summary: The BM in performance,” 2015) and significant performance 
expectations. Thus, it follows that BMP student would benefit from the development of 
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knowledge of the literature, performance skills and practice techniques in a way that their BME 
and BAS colleagues would not.  
Perhaps more interesting are the high self-reported skill ratings by BMP students for 
planning/scheduling and self-analytic skills. While all musicians must become adept at time-
management and self-organization, BME and BAS students must balance more external 
coursework with their music curricula. One might expect BME and BAS students to thus focus 
more on planning/scheduling skills and likewise self-report higher skill levels than their BMP 
colleagues. However, the data reveal that BMP respondents had an average self-reported skill 
level for self-analytic skills of 4.47, on a 5-point Likert-type scale, with 5 characterized as 
“expert,” while BME respondents averaged 3.63 and BAS students averaged 3.77.  
All students enrolled in applied lessons are expected to improve from week-to-week and, 
as a corollary, continually evaluate their own strengths and weaknesses. One possible 
explanation for the higher average self-analysis rating by BMP students may have a higher level 
of confidence in their own abilities, whether due to experience, personality, or other factors 
outside the scope of this study.  
Significant differences in the average self-reported skill level for collaborative skills, 
listening skills, and research skills were found only between BMP and BAS programs. These 
results are not unexpected for collaborative and listening skills, as BMP students have greater 
exposure to collaborative and listening opportunities through ensemble requirements.  
BAS degrees are liberal arts degrees, requiring a wide selection of coursework outside of 
music. Despite the fact BAS degree programs often include research components, students 
enrolled in BAS programs reported an average skill level of only 2.31 for research skills. Perhaps 
BAS students did not make the connection between other types of research and research skills 
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within music or compared themselves to students in their respective fields with greater research 
experience and accordingly self-reported a lower skill level.  
BAS students also reported a lower skill level for pedagogy skills than BMP and BME 
students. This is a logical finding, as BAS students are less likely to be exposed to teaching 
methodologies by virtue of their more limited participation in the music. Perhaps more surprising 
is the lack of significant difference in self-reported pedagogy skill level between BME and BMP 
students despite the fact that BME students are required to complete pedagogy courses in a 
variety of subjects and BMP students rarely enroll in any pedagogy courses at the undergraduate 
level. This result may suggest humility on the part of BME majors and/or overconfidence from 
BMP students. 
Skill importance and degree program: trumpet specific skills. Transposition is the only 
trumpet specific for which importance was found to differ by degree program. BMP respondents’ 
average importance rating was 4.10 on a 5-point Likert-type scale, while BAS respondents’ 
average was 2.86. This result implies that BAS respondents place a low level of importance on 
transposition, and may not perceive its benefits. Further, this result reflects BAS students’ lack of 
desire to master transposition and suggests that perhaps BAS students do not want to master 
transposition because they believe it to be unimportant.  
No significant differences were found between degree programs in the importance ratings 
ascribed to articulation/tonguing, flexibility/lip slurs, improvisation, intonation, phrasing, range, 
rhythm, scales/arpeggios, style, and tone. 
Skill importance and degree program: non-trumpet specific skills. The average 
importance ratings for audition skills, pedagogy skills, and performance skills varied by degree 
program. Audition skills varied only between BMP and BAS students, with BMP students 
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ascribing to it a significantly higher importance rating than BAS majors. As the majority of BAS 
respondents are non-music majors, a significant difference in importance of audition skills 
relative to BMP students is unsurprising. 
Average importance for pedagogy skills varied significantly between all degrees. The 
average importance rating was higher for BME and BMP students. As BME students are 
studying to teach music, it is expected that they will place a greater importance on pedagogy 
skills than those students not preparing for a career in education. The most remarkable finding is 
the extreme difference between BME (M = 4.48) and BAS (M = 2.69) students. This 1.79 
difference in means, suggests a severe divide between BME and BAS students. Instructors 
incorporating pedagogy into their teaching, should be aware that BAS students on average, 
regard pedagogy skills with a much lower importance than BME and BMP students. 
BMP and BME students differ in the importance they place on performance skills. On the 
one hand, this is logical because the goal of the BMP student is often a career in performance. 
On the other hand, a large component of the BME graduate’s career will involve the teaching of 
performance and performance skills. While the difference between importance rating by BMP 
and BME respondents is significant, the effect size is small, with only 10% of the variance 
accounted for by degree program.  
Surprisingly, the importance rating for performance skills varies neither between BMP 
and BAS respondents nor BME and BAS respondents.  In other words, BAS students do not 
believe performance skills to be less important than do their music-major colleagues. This is a 
noteworthy finding for educators of BAS students, as it implies that performance skills are 
equally important to BMP and BAS students.  
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Completed semesters of study. Respondents ranged in experience from 1-2 completed 
semesters of study to more than 9 semesters of study. For analytical purposes, the data were 
condensed into two categories: less than five semesters of study (n = 47) and five or more 
semesters of study (n = 42).  
Desired mastery of trumpet specific skills and semesters of study. Intonation is the only 
trumpet specific skill for which a significant association was found between desired mastery and 
semesters of study. This association is small but significant, suggesting that more experienced 
students are more likely to desire to master intonation. This result may suggest that as students 
develop, their sense of pitch improves, and thus the desire for the skill increases, or students’ 
awareness of intonation and/or its importance could also increase with age.  
Perhaps more striking is the lack of association between semesters of study and any other 
trumpet specific skill. Regardless of the number of semesters completed, there was no significant 
difference in the skills respondents hoped to master. This suggests that the desire to master 
trumpet specific skills may be established early in one’s education, perhaps even before college.  
Desired acquisition of non-trumpet specific skills and semesters of study. The desire to 
acquire non-trumpet specific skills did not vary by semesters of study. As students gain more 
experience, their desire to acquire the 10 non-trumpet specific skills does not significantly 
change. This again suggests that the desire to master non-trumpet specific skills may be 
established prior to or early in one’s collegiate education, with the desired skills thereafter 
remaining constant. While further study is necessary, one can infer from this result that students’ 
experiences in their first 1-2 semesters of college study is crucial in shaping their desire to learn 
certain skills.  
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Self-reported skill level and semesters of study: trumpet specific skills. In contrast with 
the results obtained for desired mastery, self-reported skill levels for the following eight trumpet 
specific skills were found to differ by semesters of study: articulation/tonguing, flexibility/lip 
slurs, intonation, phrasing, range, scales/arpeggios, style, and tone. As anticipated, students 
having more education self-report higher levels of skill in these areas. This result is foreseeable, 
as it is hoped—and expected—that students will improve throughout their undergraduate careers.  
No association between self-reported skill level and semesters of study was found for 
improvisation, rhythm, or transposition. Improvisation and transposition again appear to be the 
outliers within the pantheon of trumpet specific skills. As these two skills were the skills that 
respondents least desired to master and rated with the lowest level of importance, it is 
understandable students are likewise least likely to improve in these areas throughout their 
course of study.  
Rhythm, in contrast, was rated with the third highest level of importance, and had the 
second highest self-reported skill level. Perhaps students begin their undergraduate careers with a 
strong sense of time and, thus, their room for improvement is limited. Another possibility is that 
rhythm is not addressed through individual exercises; although progress occurs, it may go 
unnoticed by the student, resulting in an unchanged self-reported skill level for more experienced 
students.  
Self-reported skill level and semesters of study: non-trumpet specific skills. 
Surprisingly, self-reported skill levels for all ten of the non-trumpet specific skills varied with 
semesters of study. While one naturally expects students’ skill levels to increase throughout their 
undergraduate studies, it is remarkable that this effect was so pervasive with respect to the non-
trumpet specific skills.  
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Though it is conceivable that students will diligently work on each of these skills, this 
seems unlikely. For example, only 28.6% of respondents desired to acquire research skills—with 
no variance found dependent on semesters of study—yet the mean self-reported skill rating 
increased from 2.66 for students with fewer than 5 semesters of study to 3.23 for students with 5 
or more semesters of study. The universal increase in ability level for all ten non-trumpet specific 
skills suggests that students may have a difficult time accurately gauging their own ability level, 
particularly for the less tangible non-trumpet specific skills. In this case, respondents may have 
assumed that because they have studied trumpet longer, their skill level should be higher, and 
rated themselves accordingly. 
Skill importance and semesters of study: trumpet specific skills. The average importance 
ratings for intonation, phrasing and style varied by semesters of study. In each case, importance 
ratings were significantly greater in the more experienced cohort (five or more semesters of 
study) than in the less experienced group (less than five semesters of study). 
Of the 11 trumpet specific skills, these three may be the most difficult for young 
musicians to grasp. As previously discussed, one’s sense of pitch may develop considerably 
throughout the undergraduate years, through exposure to ear-training, sight-singing, and 
immersion in a musical environment. When trumpeters begin their undergraduate degree, many 
are underdeveloped musicians who have spent their high school years focusing on playing the 
right notes at the right time. Through study at the collegiate level, they begin to hear and 
appreciate the importance of intonation, phrasing and style.  
Skill importance and semesters of study: non-trumpet specific skills. The average 
importance ratings for the following six non-trumpet specific skills varied by semesters of study: 
knowledge of literature, listening skills, planning/scheduling skills, practice techniques, research 
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skills and self-analytic skills. Again, importance ratings were found to be significantly greater in 
the more experienced cohort (five or more semesters of study) than in the less experienced group 
(less than five semesters of study). 
The variance between these groups can potentially be attributed to cognizance; as 
students gain more knowledge and experience, they might place a greater value on non-trumpet 
specific skills. However, although the importance increased as students progressed through their 
studies, the desire to acquire these skills did not. This suggests a disconnect between wanting to 
invest the time necessary to learn a skill and that skill’s perceived importance.  
Of the four skills that did not differ by semesters of study—audition skills, collaborative 
skills, pedagogy skills and performance skill— all except collaborative skills varied by degree 
program. These results suggest that the perceived importance of audition skills, pedagogy skills 
and performance skills relates more closely to degree program than semesters of study. 
Career goals. In response to an open-ended survey question, respondents provided a 
brief statement about their career goals. The responses were then coded into three categories: 
education (n = 43), performance (n = 20) and non-performance/non-education (n = 19).  
Desired mastery of trumpet specific skills and career goals. Transposition is the only 
trumpet specific skill for which a significant association was found between desired mastery and 
career goal. This association is large, suggesting that students’ career goals meaningfully impact 
their desire to master the skill. In particular, those students pursuing careers in music 
performance and/or education are more likely to desire to master this skill than students with 
non-performance/non-education career goals. This finding is unsurprising, as students 
anticipating careers in music performance and education require a higher level of competence in 
transposition than their colleagues pursuing careers outside of these areas. As transposition is a 
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specialized skill that is not always required to play the instrument at the amateur level, it is 
logical that individuals pursuing the study of music other than for professional reasons may not 
desire to master it.  
Desired acquisition of non-trumpet specific skills and career goals. Audition skills and 
pedagogy skills are the only non-trumpet specific skills for which a significant association was 
found between desired mastery and career goal. These results echo those obtained with respect to 
desired mastery and degree program, where these skills were the only two non-trumpet specific 
skills found to be affected by degree program.  
In comparison to the eight other non-trumpet specific skills, audition and pedagogy skills 
are arguably the most career focused. Trumpeters hoping to achieve a career in performance 
must master audition skills, while those desiring to teach require highly developed pedagogy 
skills. For those students working towards a non-music career, these skills may be less desirable 
because they are less career-relevant.  
Perhaps more surprising is the lack of association between career goal and any remaining 
non-trumpet specific skills. This finding suggests that mastery of these skills is desired (or not 
desired) equally among students enrolled in applied lessons at the collegiate level, regardless 
career path.  
Self-reported skill level and career goals: trumpet specific skills. In contrast once again 
with the results obtained for desired mastery, self-reported skill levels for the following four 
trumpet specific skills were found to differ by career goal: articulation/tonguing, intonation, 
scales/arpeggios, transposition all varied in self-reported skill level by career goal. All four of 
these skills varied between the music performance and non-performance/non-education career 
paths. Intonation also varied between performance and education. Similarly to the results 
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obtained for BMP students, respondents pursuing a performance career consistently self-reported 
higher skill levels for these four skills. However, not as many skills vary by career goal as vary 
by degree program. Some of this difference can perhaps be attributed to the possibility that some 
students enrolled in a BMP degree may hope to teach professional (e.g., collegiate teaching).  
As expected, students pursuing non-performance/non-education career paths self-reported 
lower skill levels for articulation/tonguing, intonation, scales/arpeggios, and transposition than 
those working towards performance careers. Interestingly, other than with respect to intonation, 
no significant difference was found in self-reported skill level between students pursuing careers 
in music education and those pursuing other career options.  
Self-reported skill level and career goals: non-trumpet specific skills. Self-reported skill 
levels for pedagogy skills, performance skills, and self-analytic skills were found to vary by 
career goal. Students aiming for a performance career self-reported a significantly higher skill 
level in performance skills and self-analysis skills than students pursuing a career in education. 
For pedagogy skills, those students pursuing a career other than education or performance, 
reported a significantly lower skill level. Surprisingly, the self-reported skill level between 
performance and education careers did not differ significantly for pedagogy skills.  
While one might expect students pursuing performance careers to have focused more on 
performance skills, and thus achieved a higher degree of performance skills than their 
colleagues, this difference was surprisingly observed only between performance and education 
careers, not those pursuing non-performance/non-education career paths. This implies that 
respondents pursuing a career in education may self-report lower than their performance minded 
colleagues. The lack of significant difference between performance and education careers for 
pedagogy skills supports this theory because those pursuing a career in education are much more 
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likely to have received training in that area. Alternately, students pursuing other careers may 
artificially inflate their perceived performance skills. 
Respondents undertaking a non-performance/non-education career path self-report a skill 
level significantly lower for pedagogy skills than both performance and education career-minded 
students. This may be explained simply by the relative lack of pedagogical focus by those 
pursuing a non-music career or career in the producing/recording industry.  
Skill importance and career goals: trumpet specific skills. The perceived importance of 
phrasing, range, and transposition varied significantly between those pursuing performance 
careers and those pursuing careers other than in performance and education. No significant 
differences for trumpet specific skills were observed between students pursuing performance or 
education careers, or education and other careers. 
As previously discussed, students pursuing a non-music career or business-focused career 
likely have little need for transposition, a skill developed more frequently by professional than 
amateur musicians. The results for phrasing and range were surprising. Phrasing is an essential 
skill, regardless of a musician’s path, and vital to the ability to perform successfully (including in 
ensembles, recitals and juries). With respect to importance, this finding suggests that students 
pursuing a performance career may be more attuned to its importance, whereas those students 
pursuing a career other than in performance or education lack this same level of awareness. 
Range, in contrast, may have more utility for the professional rather than the amateur musician. 
Unlike their professional colleagues, amateur musicians are often able to select and perform the 
particular pieces that best complement their abilities, thus reducing the need for a highly 
developed range. 
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Skill importance and career goals: non-trumpet specific skills. The perceived 
importance of audition skills, pedagogy skills, performance skill, practice techniques and self-
analytic skills varied significantly by career goal. Students desiring careers in performance rated 
audition skills and performance skills as significantly more important than those students 
pursuing non-performance/non-education career paths. As previously discussed, the development 
of these skills is less important for those in education and other career fields than for performers, 
whose success depends in large part on strong audition and performance skills.  
Practice techniques varied between performance and those working towards a non-
performance/non-education career. Although a thorough knowledge of practice techniques would 
be an added benefit to an amateur musician, it is not as critical as those in the music performance 
or education fields. Although an amateur musician needs to practice, the proficiency does not 
need to be at the same level as a professional musician.  
Interestingly, the perceived importance of self-analytic skills differed between 
performance and education career goals. While both career paths require a great deal of 
autonomy and self-evaluation, this finding suggests that those pursuing careers in education do 
not value self-analytic skills as highly as those seeking performance careers. Perhaps due to the 
immense amount of individual practice required of those working towards a performance career, 
these students place a greater importance on knowing one’s strengths and weaknesses.  
Implications for Students and Professors  
This summary presents a concise discussion of the results obtained, organized by skill. 
Only the skills with the most significant findings are discussed in this section. In each case, a 
comprehensive analysis appears throughout the preceding sections.  
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Trumpet Specific Skills 
Tone. Tone was the second most desired skill to master, had the highest self-reported 
skill level, and the highest rating of importance of all trumpet specific skills. However, those 
students not demonstrating a desire to master tone, self-reported a higher skill level than those 
desiring to master the skill. Implying that respondents may feel they have already achieved a 
high enough level of proficiency, although all respondents were currently or very recently 
enrolled in undergraduate applied trumpet lessons. 
Improvisation. Improvisation received the lowest ratings in all three overall categories: 
desire to master, self-reported skill level and importance. Students self-reported low proficiency 
in improvisation, yet generally did not desire to master the skill. Improvisation skills did not 
improve with semesters of study, or vary by career goal. Students’ perception of the limited 
importance of improvisation was constant across semesters of study and career goal. However, 
those students pursuing a BAS degree were more likely to wish to master improvisation than 
BMP or BME students, suggesting that if improvisation is an essential skill for professional 
musicians (as implied by the NASM competencies and NAfME standards), a targeted effort must 
be made to increase the skill’s perceived importance. 
Transposition. Transposition received the second lowest ratings in all three overall 
categories: desire to master, self-reported skill level, and importance. On one hand, this is a 
logical finding because transposition is a skill that many students do not begin exploring until 
college. However, no significant variation was found for transposition based upon length of 
study in any of the three overall categories: desire to master, self-reported skill level or 
importance. The desire to master transposition did, however, vary by degree program and career 
goal. Students enrolled in BAS programs were the least likely to want to learn to transpose, and 
only approximately one-half of students enrolled in BME programs desired to master the skill. 
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This suggests that an effort to educate BAS and BME students about the value of transposing 
may be beneficial. Also, students demonstrating a desire to transpose, as well as those who 
reported a higher skill level for transposition, placed a greater importance on the skill, suggesting 
that perhaps those with more exposure to the skill better understand its worth.  
Non-Trumpet Specific Skills 
Audition skills. As expected, students’ degree programs and career goals both influence 
their opinions regarding audition skills. Those students pursuing a performance degree and 
career had an increased desire to acquire the skill and placed a greater importance on it. 
Although the self-reported skill levels did not vary significantly between students pursuing a 
performance degree/career and those pursuing alternative degree programs/career paths, this may 
be due to the fact that performance-minded students generally have more experience with 
auditioning, and thus rate their skill level more critically. For professors, it is wise to note this 
difference between performance and non-performance students, as professors may want to 
specifically emphasize audition skills with their BME and BAS students.   
Pedagogy skills. As expected, desired acquisition, self-reported skill level and perceived 
importance of pedagogy skills varied by degree and career goal. Students enrolled in a BME 
program and those pursuing a career in teaching placed a significantly higher importance on 
pedagogy skills. Also, if students desired to learn pedagogy skills, they reported a higher skill 
level and importance. In addition, self-reported skill level and importance are positively 
correlated in that higher skill ratings for pedagogy are observed with higher importance ratings 
for the skill.  
Research skills. Research skills was the non-trumpet specific skill that respondents least 
desired to master and ascribed the lowest average ratings for self-reported skill level and 
importance. Only 28.6% of respondents desired to acquire research skills, and those who do not 
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desire to learn research skills self-reported a lower skill level than those who do. These data 
suggest that, if professors believe that the development of research skills is integral to their 
students’ education, they must make a concerted effort to encourage a desire to learn the skill. 
Demographic Considerations 
Degree program and self-reported skill level. Of the 21 skills surveyed, students 
pursuing a BMP degree self-reported higher skill levels than both BME and BAS students for 12 
skills. In addition, BMP respondents reported a higher skill level than BAS students for an 
additional four skills. Although it was anticipated that BMP students would self-report a higher 
skill level for many trumpet specific skills due to the extra practice time, rehearsals, and 
additional performances, the higher self-reported skill levels on such skills as 
planning/scheduling skills and self-analytic skills were unexpected. Of particular interest is the 
lack of significant difference in self-reported skill level between BME and BMP students for 
pedagogy skills. Although they have undertaken significantly less coursework than their BME 
colleagues, these results may suggest that BMP students self-report higher skill levels than those 
in other degree programs (whether due to confidence or for other reasons).  
Semesters of study and self-reported skill level. As expected, students having 
completed five or more semesters of applied study self-reported higher skill levels than those 
with fewer than five semesters of study for eight trumpet specific skills and all 10 non-trumpet 
specific skills. This suggests that students feel they are developing as they gain more experience. 
Recommendations for Future Research 
As the applied lesson remains a pillar in undergraduate music education, it would be 
valuable to replicate this study in each of the different instrumental and vocal applied areas. 
Future survey-based research could focus on specific instruments and/or a broader exploration of 
the similarities and differences between and within the brass, percussion, piano, strings, vocal, 
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and woodwinds departments. These additional studies would likely help researchers and 
instructors to enhance their understanding of what occurs in the applied lesson. This knowledge 
could then be used to create a more organized and cohesive experience for undergraduate music 
students.  
Further research is needed regarding the subjects of transposition and improvisation. This 
study has uncovered a divide between students and music educators and administrators, 
particularly with regard to improvisation. Both qualitative and quantitative research that explores 
student perceptions of these skills could clarify the results presented in the study and inform 
strategies for teaching and developing an appreciation for these important skills. 
Additional research could also examine students’ knowledge of certain terms employed 
in the survey instrument underlying this study. For example, research into how students define 
and characterize tone or pedagogy skills could identify gaps in student knowledge and 
understanding of these important terms. Ultimately, this line of research could facilitate the 
development of consistent and definitive language for the applied lessons.  
Another related topic ripe for research is the identification of trumpet specific and non-
trumpet specific skills to be taught, and the mechanisms by which such skills are taught, within 
the applied lesson. For instance, these studies may confront the following important questions: 
How do instructors identify the skills they want students to learn and understand? How are skills 
imparted to students – are they discussed explicitly or taught tacitly through practice and the 
development of the musician? Confronting these questions could provide a valuable complement 
to the data regarding student perceptions developed through this study.  
Other research could also explore the transferability into different contexts of the trumpet 
specific and non-trumpet specific skills studied here. Potential research questions may ask how 
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these skills transfer into additional areas (such as large and chamber ensembles) and seek to 
identify the factors influencing a student’s success (or lack of success) in applying such skills 
outside of the confines of the applied lesson.  
Finally, the ideal companion study to this project is a survey of undergraduate trumpet 
professors regarding their opinions and perceptions of these 21 skills. Comparing student and 
teacher perceptions would provide incredible insight into the applied lesson and benefit students 
and professors alike.  
Personal Conclusions 
Like many music students, I began teaching private trumpet lessons while I was a student 
myself. This method of instruction has always appealed to me, and is one of the reasons I 
undertook this research. Through this study, I discovered that, while many trumpet specific and 
non-trumpet specific skills are addressed in the applied lesson, they may not be clearly and 
directly presented to students. 
In my own teaching, I intend to make a deliberate effort to identify and provide 
instruction regarding these skills while working within the context of a piece. The surprising 
results regarding improvisation have encouraged me to include more specific improvisation 
exercises and assignments for all of my students, regardless of their stylistic focus. Further, since 
so few BAS students desired to acquire pedagogy skills, or rated them as important, I have begun 
to reexamine how to effectively emphasize the importance of pedagogy skills while continuing 
to engage these students. Because BME students consistently self-reported lower skill levels for 
many of the trumpet specific and non-trumpet specific skills, I am also exploring ways to foster 
the development of self-confidence and self-analytic skills. 
Additionally, this research has highlighted the importance of tailoring a student’s 
instruction, particularly with respect to the non-trumpet specific skills, to that student’s 
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individual goals. For example, although students not planning a performance career may not feel 
the same pressure to master audition skills, the planning, practicing, and execution of a 
successful audition are all skills that can be applied to other career paths. 
Throughout the process of conducting this research—from initial identification of the 21 
skills, to drafting the survey, to interpreting the results—my own approach to teaching has 
changed: I am more thoughtful, deliberate, and attentive to my own actions in lessons. I sincerely 
hope this research encourages other teachers to examine the applied lesson in a new light. 
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APPENDIX C 
EMAIL TO PROFESSORS 
Email to Professors 
 
Dear Professor [Name], 
 
Hello! I hope that your school year is off to a great start.  
 
My name is Jennifer Brown and I am working on my DMA in trumpet at the University of 
Illinois. For my dissertation research, I am conducting a survey of trumpet students in colleges 
and universities to discover their opinions about applied lessons.  
 
I have researched the [Name of University], and it fits perfectly into my research parameters.  
 
I am writing today to invite your students to participate in this research study. It is a short survey 
that is disseminated via a web link. In order to protect each students’ confidentiality, I am asking 
trumpet instructors at selected colleges and universities to email the web link directly to their 
students and recent graduates.  
 
If you are interested in seeing what questions your students will be asked, I have attached a PDF 
of the survey. Also, each student that completes the survey will be eligible to win one of two $50 
amazon.com gift cards!  
 
I would really appreciate your help with this research project. I am very excited to see the 
responses from a large variety of trumpet students. 
 
Below is the email inviting your students to participate. You can easily copy and paste the email 
and send it on to your trumpet studio. Please send the email to recent graduates, as well as 
currently enrolled students. 
 
Please let me know if you have any questions or concerns. 
 
Thank you so much for your help, 
Jennifer Brown 
 
DMA Candidate in Trumpet Performance and Literature 
University of Illinois at Urbana-Champaign 
Phone: 859-699-0459 
Email: jcbrown5@illinois.edu 
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Email Supplied to Professors to Forward to Their Students 
 
Dear Students, 
 
I have been contacted by a graduate student at the University of Illinois, researching students’ 
opinions about private trumpet lessons in colleges and universities.  
 
You have been invited to participate in a short survey, no longer than 10 minutes. You have the 
unique opportunity to help further research in collegiate music education. The survey can be 
found at [Unique Web Address].  
 
If you choose to participate, you will be eligible for a random drawing to win one of two $50 
amazon.com gift cards.  
 
If you have any questions please contact Jennifer Brown at jcbrown5@illinois.edu or 859-699-
0459.  
 
Thank you.  
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APPENDIX D 
CODED RESPONDENT CAREER GOALS 
Student Response1 Coded Category 
To be an active commercial/jazz/pit orchestra musician 
alongside teaching band and drama at the middle school level. 
Performance 
Music Educator, including jazz ensemble and various other 
extra-curriculars. 
Education 
Music Education Education 
I am pursuing a career in professional trumpet playing with 
my primary focus being on jazz. 
Performance 
I want to teach music at the college level. Trumpet will be my 
primary choice, but I am also into composition. 
Education 
My current career goals gravitate around improving my 
education and bettering my Instructional techniques so not 
only can I improve the quality of education my students 
receive, but I can also impact more students in a positive 
light. 
Education 
I have an outside field in Psychology. I plan on also getting a 
Neuroscience certificate, then doing my Grad work in Mental 
Illness 
Non-Performance/Non-Education 
To become a large school band director and teach lessons on 
the side . 
Education 
I would like to teach high school band and/or to teach private 
lessons to trumpets 
Education 
Teaching in the public schools. Playing trumpet and teaching 
private lessons for supplemental income. 
Education 
To become an effective music educator, probably at the junior 
high or high school level as a band director. To reach my full 
potential as a performer and play at a high level throughout 
my life 
Education 
I want to be a cartoon writer for a show I create or help create 
on Cartoon Network. 
Non-Performance/Non-Education 
Teach in the public school system OR teach and perform in 
the university setting. 
Education 
To work with a company that supports continuous learning 
and employee development. 
Non-Performance/Non-Education 
                                                 
1 Student responses were reproduced verbatim, without changes to correct spelling or grammar. 
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I would love to obtain my masters and doctoral degrees and 
teach at the university level while performing professionally 
either in the orchestral world or chamber music (i.e. brass 
quintet). 
Education 
Music teacher Education 
Music marketing, sales, or management. Non-Performance/Non-Education 
To go into something with recording like sound technician Non-Performance/Non-Education 
Recording Technologist and Manager Non-Performance/Non-Education 
To be a successful  k-12 music educator and to perform in a 
regional symphony orchestra 
Education 
I hope to obtain my CPA in business. Non-Performance/Non-Education 
Teaching music in the public schools, specifically high school 
band. I eventually want to receive a masters and doctorate 
degree in music education to teach college students. 
Education 
My goal I to have a career in arts administration. Specifically, 
I would like to work for an orchestra. Though my career path 
is not performance oriented, I do intend to continue playing 
the trumpet as a hobby after I graduate. 
Non-Performance/Non-Education 
To become a music educator for a high school band. Education 
Earn DMA in trumpet performance, play with orchestra 
and/or teach trumpet at university 
Performance 
Orchestral musician, soloist, and chamber musician. My goal 
is to perform for a living. 
Performance 
Music therapist at [REDACTED]2 Non-Performance/Non-Education 
Play in an orchestra and/or teach Performance 
To become a band director, but also proficient enough at the 
trumpet to play local gigs (musicals, churches, weddings, 
ect...) 
Education 
Teach band in the public schools while playing trumpet on a 
professional level, to be able to play in a regional orchestra if 
possible, as well as feeling comfortable playing in  styles of 
music on trumpet 
Education 
Becoming a music publisher, still educate in basic trumpet 
fudamentals for kids,  performing regularly (classical, jazz, 
and other genres too). 
Non-Performance/Non-Education 
                                                 
2 This response was redacted to protect respondent anonymity. 
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To become a music educator Education 
Doctorate and become a professor. Education 
I want to be a high school band director Education 
Play in a small professional group and teach private trumpet 
lessons. 
Performance 
Teach in a univetsity or join the military bands Education 
I want to pursue a graduate degree in music composition for 
the screen and eventually compose video game music. 
Non-Performance/Non-Education 
To be a composition professor at the college level. Non-Performance/Non-Education 
To perform in a professional brass quintet Performance 
High School Band Director Education 
I hope to be a secondary teacher, primarily a band director. Education 
Teach at University Level, Play in Orchestra, Conduct, 
Arrange 
Education 
To teach in a public school. Education 
Orchestra. Performance 
Studio Playing and Orchestral Trumpet Playing Performance 
Play in an orchestra and freelance. Performance 
Professor of Trumpet at a college/university and to have many 
performance opportunities both inside and outside my future 
place of work. 
Education 
To teach in a high school as band director, and possibly go on 
to grad school to work at a college level 
Education 
To be a composer. I will always play some trumpet but it will 
take take the forefront of my musical career. 
Non-Performance/Non-Education 
To be a professional orchestral trumpeter. Performance 
To become a music educator Education 
To broaden my performance horizons by playing all musical 
genres and to teach/share my passion for music through high 
school marching, jazz, and concert bands. 
Performance 
My ideal career is to teach middle school band! Education 
Working as a programmer/software engineer. Non-Performance/Non-Education 
Put food on the table. Preferably with an orchestra gig or 
private teaching job. 
Performance 
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Professional trumpet player - Studio musician, pit musician, 
private teacher at the collegiate level, maybe an orchestra gig, 
etc. 
Performance 
I want to become competent enough in my abilities as a 
trumpet player to not only teach my students proper 
technique, but also to be able to perform outside of my 
teaching job in either a municipal band or a local symphony 
orchestra. 
Education 
Be the best I can be  
To become a music therapist with a private practice that also 
offers trumpet/piano/guitar lessons 
Non-Performance/Non-Education 
To become a high school band director. Education 
I don’t have any right now except to have a career. I am 
currently an accounting major. So, if I go though with 
accounting I plan on getting my CPA and working for a firm. 
Non-Performance/Non-Education 
To get a job as a professor of trumpet at a university while 
also freelancing on the side. 
Education 
I would like to be a high school band director Education 
Ultimately to win a job in a major symphony orchestra. Performance 
Earn a terminal degree and teach at a University. Education 
Elementary and Middle School Music Education  -General 
and instrumental music focus 
Education 
HS Music educator, probable PhD to be music teacher 
educator, desire to continue playing trumpet through career 
Education 
teach high school history and perform music Non-Performance/Non-Education 
Ultimately, I would like to teach at a collegiate level, or direct 
at one the highest high school band programs in the country. 
Education 
I would love to be able to perform and compose.  I see myself 
also ending up teaching at the university level for stability and 
immersion. 
Performance 
principal trumpet in a major orchestra, professional 
composer/maybe conductor 
Performance 
Symphony orchestra job/trumpet professor Performance 
To become a lawyer. Non-Performance/Non-Education 
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Ultimately, to be principal trumpet of a top-tier symphony 
orchestra, 1st trumpet in a professional musical pit orchestra 
and/or opera pit orchestra, or a professor of trumpet at a 
university. Any individual or a mix of all 3. 
Performance 
I would like to learn efficient rehearsal technique so as to 
effectively teach music in a church setting as well as freelance 
on the side 
Education 
Become an elementary general music teacher Education 
Teach younger kids music Education 
To work as an electrical engineer in the field of audio 
electronics 
Non-Performance/Non-Education 
I would like to be a band director with my own private studio 
on the side. I want to share my love of music with my 
students. 
Education 
Performance/post secondary education Performance 
To become a band director in Indiana, California, or Texas 
and to continue to advance music in America. 
Education 
My ultimate career goal is to teach trumpet at the collegiate 
level. 
Education 
I would like to teach band in a public middle or high school 
setting, then go to graduate school. Ultimately I would like to 
become a professor of music education. 
Education 
 
